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PREFACE.

. THE object of this book is to give the student a working
vocabulary of chords for the harmonizing of melodies in the order
of their practical value and harmonic importance. The author
has endeavored to encourage the student to use his ever-increasing
chord material,— not so much by warnings against what is bad, as
by examples of what is good, as musicians understand it, and by
maxims deduced from such examples.

This book is not ‘intended to deprive the teacher of his occu-
pation, but rather to furnish him with useful text and material,
systematically arranged, which he is to illustrate and elucidate as
much as is necessary. To this end copious references and elab-
orate explanations of details have been avoided so far as is
consistent with lucid statement.

The student is supposed to. have already a rudimentary knowl-
edge of the intervals, scales and chords given in the introduction.

THE AUTHOR.
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INTRODUCTORY.

SCALES, INTERVALS, AND CHORDS.
MAJOR SCALES.

The succession of tones C D E F G A B C, called the scale of
C major, or natural scale, is the form on which the major scales
of all other keys are modeled. The distance between the tones is
as follows:

CiDIEIF{IGtA1IBiC
1 2 3 4 5 6 7 8

That is to say, between 3 and 4, 7 and 8 are half tones; between
all the others consecutively, whole tones.

The names of the degrees or steps of the scale are: tonic,
supertonic, mediant, subdominant, dominant, submediant, and lead-
ing tone. The major scale is called diatonic, i.e., it progresses
from degree to degree throughout its compass.

While only the signatures of seven sharp and seven flat keys
are used in practice besides the natural one, the major scale may be
formed on any given tone by the use of double flats and sharps—
twenty-six keys in all.

To form a major scale on any glven tone write the following
formula over the keynote, here indicated by x:

1}2{3;4+5+6}7;8

- snd then fill in the notes required by the fractions.
MINOR SCALES.

The harmonic minor scale differs from the major in that its third
sl sixth degrees are minor instead of major. The diatonic suc-

cession is therefore:

112331415363738

(x)



x INTRODUCTORY.

This scale contains the same tones (with the exception of the
leading tone) as the major scale whose keynote is its third, and
is therefore nearest to it in point of tonality. Hence the term
relative or parallel keys. The minor scales are formed in the same
manner as the major, using the above formula.

The melodic minor scale is not used, strictly speaking, for
harmonic purposes (see Lesson 40), but may be here given as a
matter of general knowledge. Its sixth and seventh degrees are
major in ascending and minor in descending, the third of course
being minor in both cases. :

0 ;:zr‘{?’ =-
e

INTERVALS.

The difference in pitch which separates two tones, whether in
combination or succession, is called an interval. This term is
applied also to the association of the tones themselves in regard to

pitch; i.e., we say that F to C is a fifth, whereas we mean

that the distance between them is a fifth.
. Intervals are counted upward from the lower to the higher, and
are named

First, from the number of degrees of the scale which they
occupy, and

Second, from the number of tones and semitones which they
contain.

Thus to find the general or numerical name of any interval we put
ourselves into the major key of its lower tone. Its higher tone then
occupies the degree of the scale from which the interval is named;
thus, ‘

a Fifth, Fifth, , Fifth. Fifth,
% 2z bor—— $z z
o © z ! ) bz

Second. Third. Fourth. Fifth. Sixth. Seventh.

"
i1
T
i======
- - - -
The general or numerical name of intervals applies to their visséle
difference in size, and is not affected by any number of accidentals
before their lower or upper tones.

L
|

"aus




INTRODUCTORY. - xi

The specific name of intervals refers partly to the chromatic modi-
fication of the diatonic (normal) intervals of the scale, and partly to
their qualities as concords and discords; thus,

Unisons
Fourths
Fifths

Octaves

are called perfect, being consonant.

Seconds
" Thirds

Sixths

Sevenths

are called major or minor, according to size.

Any interval may be expanded by accidentals into an augmented,
. or contracted into a diminished interval.

A perfect or major interval is augmented by one chromatic semi-
tone.

A perfect or minor interval is diminished by one chromatic semi-
tone.

NoTE. A second or ninth when diminished is called enharmonic — that is, two
different notations of the same pitch.

A major interval is diminished by two chromatic semitones.
A minor interval is augmented by two chromatic semitones.

A Perfect. Augmented. Minor. Diminished. Major. Diminished. Minor. Augmented.

] = %;riﬁi

- z T

v e

All the natural (normal) intervals of a major scale, counting up-
ward from its tonic (keynote), are either major or perfect.

Intervals greater than the ninth are named the same as those within
the compass of the octave.

The concords and discords are classified as follows:

Perfect unisons
Perfect fourths
Perfect fifths

Perfect octaves

perfect consonances.

Major and minor thirds

Major and minor sixths } imperfect consonances.
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Major and minor seconds

Major and minor sevenths

dissonances.

and all augmented and di-
minished intervals

Dissonances must be resolved, i. e., followed by consonances.

By inversion

Octaves
Sevenths
Sixths
Fifths
Fourths
Thirds
Seconds

L become -

Unisons |

r Unisons.
Seconds.
Thirds.
Fourths.
Fifths.
Sixths.
Sevenths.

l Octaves.

Major intervals become minor.
Minor intervals become major.
Augmented intervals become diminished.
Diminished intervals become augmented.

But  Perfect consonances remain perfect consonances.
Imperfect consonances remain imperfect consonances.
Dissonances remain dissonances.

To find the name of any interval :

Regard the lower tone as the tonic (keynote) of a major scale.
Count the degrees to the upper tone.
to the diatonic degree of the scalc, the interval is either major or

perfect.

If it is greater by a half tone the interval is augmented.

If it is smaller by a half tone the interval is diminished or minor.
If it is greater by two half tones the interval is doubly augmented.

If it is smaller by two half tones the interval is diminished.

In case the lower tone is not a possible keynote of a major scale,
raise or lower it by an accidental to the nearest practicable tonic.
Then raise or lower the upper tone of the interval the same distance;

in both cases without altering the letters.

If the upper tone corresponds
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CHORDSs.

A chord is a combination of three or more tones, erected in thirds
. on a given tone, or derived by transposition from such a combination.

Thus E is derived from a combination of thirds by
-
transposing the upper tone an octave lower @ .
-

A chord with three different tones is called a triad.

A chord with four different tones is called a seventh chord (chord
of the seventh).

A chord with five different tones is called a ninth chord (chord
of the ninth).

The number of parts in a chord may be increased by doubling
any of its intervals. This does not alter its character as a triad
(three fold), seventh chord (four fold), or ninth chord (five fold).

Triad with ~ Seventh chglrd with Ninth chord with

J\root doubled. root doubled. root doubled.
& z
= ] =
&

Chords are designated by the name of the degree of the scale upon
which they are founded (tonic, dominant, subdominant, etc.), and
this tone is called the root of the chord.

When this tone is in the bass the chord is said to be in the funda-
mental position. When any other tone is in the bass the chord is
said to be inverted. '

In vocal music the voices from the highestto the lowest are named

as follows:
: Soprano
Alto
Tenor
Bass

and their respective (average) compasses are

Soprano. Alto. Tenor. Bass:a_

2 -
£ [] |
V4 0
-4

T
=
Yo g = ~5-
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When the three upper voices of a chord lie so closely together that
no other interval of the same chord can be placed between them the
chord is said to be in close position.* Otherwise it is in open
position.

A major third and perfect fifth constitute a major triad.

A minor third and perfect fifth constitute a minor triad.

A major third and augmented fifth constitute an augmented triad.

A minor third and diminished fifth constitute a diminished triad.

All major and minor triads are consonant.

The first inversion of a triad is called the chord of the sixth.

The second inversion of a triad is called the chord of the sixth
and fourth. , .

The first inversion of a seventh chord is called the chord of the
sixth and fifth.

The second inversion of a seventh chord is called the chord
of the fourth and third.

The third inversion of a seventh chord is called the chord of
the second, or sixth, fourth, and second.

. All tones which form combinations not derived from the system of
thirds above mentioned are called nonharmonic or unessential tones,
and their function is melodic rather than harmonic.

® [n this case the three upper voices are within ..e compass oi one octave,
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LESSON 1.
THE PRINCIPAL TRIADS OF THE MAJOR SCALE.

The principal triads of the major scale are those founded upon the
tonic, subdominant and dominant. As these triads contain every
tone of the scale, it is evident that a melody that is strictly diatonic
may be harmonized with these chords alone, provided that they can
be made to progress legitimately from one to another.

In the study of harmony as an art, two principles are of great
importance : :

First, the proper selection and arrangement of the chords which
accompany a given melody ;

Second, the proper succession or, as it is called, progression of
such chords among themselves. '

I. SELECTION OF CHORDS.

Inasmuch as all chords are formed originally by adding the third,
fifth, seventh, and ninth to a given bass tone (see Introduction), it fol-
lows that in harmonizing any given melody the bass tone is first to be
found, and the chord built upon it. Thus the tones of the major
. scale will be harmonized as follows, using only the principal triads:
»n Tonic. Supertonic. Mediant..Subdoglnant. Dominant. Bubmed.lznt.'Leading Ton.e.

_H_a:_l

3 +— s—f——=—}——H

I. 1. Root of the tonic or fifth of the subdominant. 2. Fifth of
the dominant. 3. Third of the tonic. 4. Root of the subdominant.
5. Fifth of the tonic, or root of the dominant. 6. Third of the sub-
dominant. 7. Third of the dominant. From this it will be seen

“that only three bass tones are needed to harmonize all the tones of
the scale.
)
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II. The root (bass tone) appears twice in such chords.

Norx. Itis said to be doubled. The root is always to be doubled for the presem
in the fundamental position of the principal triads.

III. The chords appear with either root, third, or fifth at the top
but always with the root at the bottom.

Notx. The position of the triad will be referred to according to the intervals tn
the soprano voice, i.e., root position, third position, fifth position.

IV. The first and fifth degrees of the scale have two possible
harmonizings, while all the others have but one. This is the begin
‘ning of the principle of selection referred to above. (See Para
graph I1.)

2. CHORD PROGRESSION.

First — The progression of two voices in the same direction #
called parallel motion. This usually takes place when some othe
voice becomes a connecting link between two chords.

& =
.) Connected b 5.) Connected by (¢.) Connected b d.) C ted b
(a) Comnected®y  (5) Connected by () Connecteddy  (d-) Connected by

Second — The progression of two voices in opposite directions ‘is
called contrary motion. This takes place when chords having ne
tone in common succeed one another. .

(a) (%)

8.
A= | c=—rx 1
2 i
g =4 1 ! ] | 1
- M ) | 14 M | |
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Third —Oblique motion (which is not really progression at all, ex-

cepting in one voice) is the movement of a voice,in any direction
against a stationary tone.

a 1 o

4 A—T1T—
- T 11

M -1
- | 11
1 1

)

It is obvious that oblique motion must always exist whenever a
connecting tone is present between two chords.

As in all harmonic progressions the smoothness and simplicity of
the-voices is adesideratum, such progressions as the following are un-

desirable :

.S | : | : i 5 _
f======- -
Pt

A chord may be repeated, however, in another of its positions.

On general principles the progression of a given chord is to the
nearest position of the next chord, and not to a more distant one,
utilizing, if possible, a tone common to both chords, and moving the
soprano, alto, and tenor in contrary motion to the bass when such tone
is not available.

AN | ! | ] !

_/N"(/_/-"—
[ lll-'- _."' a
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The tones of a melody often suggest, by their progression, the

harmony which underlies them.

~

388 | 1 38 |
~
2. ) | M It 1
et 2 S | e B S I |
— HIR ) - { J 11
A | Sl \uuel P
A « e A T

<

-

oo

nJM

For harmonizing the succeeding exercises, the following rules will
be sufficient : '

RULE 1.  Waen the melody contains successive tones of the same
chord, do not ckange the harmony (bass tone), but only the position
of the chord. But if a tone of the melody is repeated, ckange the

- Rarmony — especially if the repeated note s on the first beat of the

measure.

) %
. Not. Not.
——t
2 -~ - & o 1 - 8. Y =, o0 <
- | A . ) ) ot A P | AR A N
T 11t 1 1 I > I —1
1 ) S — 1= L LAY SN B 1—1

RuLE 2. Unlessone tone is common between two different chords,
move the dass in contrary motion to the three upper voices.

- ‘ ] 1 1
=Y —- N d
—1
@U z :‘?f_é‘—%
Contrary mr|>tion. ;lot. ! Contrary  Not.

10.
- 'o ’ ! I .’ -7 .’ + I ﬁ -
= 1 1 I i 1 I 1 + | - 1
L . 1 1 & b — | S <.

This involves also another faulty progreufon, viz.: the skipof a
seventh in the bass. ( See Rule 3.)
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’ RuLe 3. Avoid two fourths or two fifths sm succession in the
bass, also the skip of a seventh in esther direction. (See Example
10.) .

—— T +—T—+ . I
1. ) —é g'
3 5 } ? é 217 ?

The skip of an octave is, on the contrary, of excellent effect.
Note. These progressions are unmelodious, and are easily avoided ; thus,

S dres

=: s

RS

=
A triad is indicated by the figures 8.5-3, abbreviated to 8 or s or s.
These figures indicate the intervals which lie in the soprano when
the bass is given.
The fundamental harmonies of each degree of the major scale are
indicated as follows:

(100
L1088

Tonic.
Supertonic.
Mediant.
Subdominant.
Dominant.
Submediant.
Leading Tone.

The chords which are major are indicated by large numerals, and
all others by small. The diminished Tifth of the leading tone triad is
indicated by the sign ©, (thus vi1°). For the present we have to do
only with I, IV, and V.

All the given models are to be studied systematically as follows*

1. Study the model carefully, without the pianoforte.

3. Write out the bass, add the upper voices, and compare.

3. Write out the soprano, add the other voices, and compare.

4. Play the model from the bass only.

5. Play the model from the soprano onlv.
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.
— ) I ——
B —
N |
¥ 5

—- —
| 8- 1

e :&:_

I v 1 1

a. Connecting tone.

IVv.iv 1 VvV V IIVIV]I 1V 1

J. Change of position in same chord.
¢. Change of harmony with repeated note.

The musical student is cautioned not to write the fif¢d sn the bass
with the tonic triad. Mark Roman numerals u'nder each' chord, as
in the example given. Write the three upper voices on the upper
staff and carefully avoid incorrect notation.

EXERCISES TO LESSON I.

b

. a. .
A P | 1
=2

1 1 —] .1
I 1 11 = Pl
P < T 1=
1= et 2. 9o 1 I - 1
rv} T T & L g t 1
2. .
?_Q_"P . T 1
I 1 L -] I J—
1 I D — H = |
M | I i 1 — —— Ll 3 l
+ e t y

|
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Y

—

£
L
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LESSON 1II.

THE PRINCIPAL TRIADS OF THE MAJOR SCALE.
( Continued.)

In the foregoing lesson the subdominant and dominant triads have
been invariably preceded and succeeded by that of the tonic. The
succession, subdominant to dominant and dominant to subdominant,
has been avoided, not because it is in itself faulty, but because the
melody to be harmonized has not rendered it necessary.

As we have no tone in common between the subdominant and
dominant triads, we must progress according to Rule 2, Lesson I.
Progression by parallel motion between chords in the fundamental
position, having no tone in common, involves

First, consecutive parallel ﬁjf\ths.

18.

p——g_;!-.

Soprano and tenor, D-G, move in parallel motion to C-F respecs
tively.
Second, consecutive parallel octaves.

14.

=z

e

Tenor and bass, G-G, move in parallel motion to F-F respectively.
Both of these errors are avoided by observing Rule 2. The progres-
sion of the subdominant and dominant in such positions is as follows:

1t 1 T T I  — - t—
P | I 1 T

1 u T t —1
IVVIIVVIVVVIVVIVV v
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The last progression of dominant and subdominant (see Example
1§, a) is invariably to be avoided.

RuLe 1. 7he dominant triad is always succeeded by that of the
tomic ( mever by that of the subdominant ), when sts third (leading
tome ) is in the upper voice.

RULE 3. [n harmonizing a gsven bass keep all common tones in
2Ae same voices. v
| | | .

not

&%_

-
—

I

W

Not because these progressions are incorrect, but because with a
given bass they are not necessary.

EXERCISES TO LESSON II.

| — . 1 |

J [ 1 T 1 : ‘ | — 18
N 1 —_ 1 a1
—1 — )| T 1 ‘| ‘| IL_‘E
hd b
] | L
v v v v

-

ol
1L

7. } T r 3 - r) r ) }
H 1 < i H H H i
4 L } [

vV IV T Iv V

The above model illustrates the progression of V and IV.
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. Norz, _'_,'_I'hg root af the first chord is in the upper voice unless otherwise indicated
" 1. Bassgiven. '
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CADENCES.

The succession dominant to tonic triad, with the tonic on the
acoent, is called the authentic cadence. (Example 18, a). The
succession subdominant to tonic, with the tonic on the accent, is called
the plagal cadence. (Example 18,:8.) The succession subdominant,
dominant, and tonic, is called the complete cadence. (Example 18, c.)
These successions are used, generally speaking, at the end of a piece,
and if the tonic triad appears with the root in the soprano and
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bass, the cadences are said to be perfect. If with any other inter-
val in either soprano or bass they are said to be imperfect.

THE PERFECT CADENCES IN C MAJOR.
() Authentic. (6.) Plagal. (¢.)
[ | | |

1

0.

18. complete.
) Y —) T
=
A4 I Iv I I v \' I
THE IMPERFECT CADENCE.
Authentic. Plagal.
== — E—TF
- 1 =
0. JI° 3 -é- Eg—H —
) | Y | .
,' ! j ? ‘i | | %F 1

Play the perfect cadences in every major key.

LESSON III.
THE PRINCIPAL TRIADS OF THE MINOR SCALE.

The harmonizing of melodies in the minor mode involves no new
principle. In harmonizing the exercises the raised leading tone
must not be overlooked. In a figured bass, it is indicated by a §
or h over the dominant of the key.

EXERCISES TO LESSON I1ll.

1. 8 $ 3 - 3 $
g;g ! | | T | - T T
1 _I____E_.’__,’:‘____ > I a i
| |
1 1 1 1 L 1
2. & $ $ $ L $
o ) 1 + + | 11 | |
i Y. '] 1 | 1 ] 11 1 j
| i — - ! !
L= = 1
8. Unfigured bass given. , ) e
y 8 s
n + h 2 4t
S o = | 1 ] I @ J4 11 I = I Y 11 1 1 11 o o
—p 7 B ed = H - o o HE o
ZppPat o ™ e i 2
v 1 L
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4.
l o
—== : =
8.
AN .
J -
Play the following cadences in every minor key.
Authentic.
Oto | !
114 | o — I 1 I%_Eé_ a
J = Z | |
20.
o 1o 1 I | 1 | i 1
I 1 1 - I—
1 1 1 1 -
Plagal.
f—b | | T i
EESSss
J 2 |
a'.

-

1)

LESSON 1V,
THE CHORD OF THE SIXTH.

If the third or fifth of a triad, instead of the root, appears in the
bass, the triad is said to be inverted :

22.

0

=

2z
Z

<y

SE——=—}

Root.

Third.
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Although a chord when inverted consists of the same tones as in
its fundamental position, yet its intervals from the bass are radically
changed, and from these intervals the chord receives its name: thus,

s 8 3 ¢

o=

238.

From the bass tone the tenor is an octave, the alto a third, the
soprano a sixth, hence, 8-3-8, or chord of the sixth. The removal
of the bass from the root to the third of the chord results in the
doubling of the third, which we may obviate by removing the tenor
from the third to the root, thus leaving us with two roots, as in the
fundamental position.

The triad, however, when inverted, doubles the fifth or root with
equal frequency, and under certain circumstances the third also.

[
Root. Flfth Root. 3
¢ (]

===

The first inversion of a triad is figured g or § or 8. These figures

applied to the Roman numerals mdncate both the fundamental
harmony and its inversions, i.e.

"é %s IVe ve

In harmonizing the exercises of this lesson the same rules apply
as in the previous one. Only the roots and fifths of the chord of the
sixth will be doubled, and in harmonizing basses the connecting tones
are to be strictly observed.
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o ]

"

Fﬁ -,
e
l g

25. T~

1|
+

=
-—

(.10l

Norx. In case of two possible connecting tones on the first or fifth degree of the
scale, the lower tone is usually the better to retain.

Some available progressions of the chord of the sixth in this
lesson are as follows:

26.
1 L 1
g ————
CE a1 h Eimei
. or
) L 1 [ i : ; 1 {
: ;lj——P—l—’—! £ e e
ve 1 ’ 16 1ve Ve |e Ve 1¢

Possible combinations for harmonizing the different degrees of the
acale are as now follows:

P L2 gi 5 6 Vi
=+t

47.

—
I I6IVIVeYV
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From this it will be seen that we now have three more bass tones
at our disposal in the harmonizing of melodies.

EXERCISES TO LESSON IV,
0 ) N [ye—— " -

1 A‘l ! 1 + ) .
0
M . .

HL L
16 16 16 1Vve 16 16

The triads are very often succeeded and preceded by their own
inversions.

1. Bass given. . .
ry & ot

n — 1 L

Incorrect notation is to be carefully avoided.
Play these complete cadences in every major and minor key.
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LESSON V.
THE CHORD OF THE SIXTH AND FOURTH.

The second inversion of a triad is called the chord of the sixth and
fourth. It is formed by placing the fifth of the triad in the bass.

29.

Root. Fifth,

The bass tone of the chord of the sixth and fourth is usually
doubled. Chords of the sixth and fourth of the tonic, subdominant,
and dominant, may be introduced as follows :

RuLE 1. Whken preceded and succeeded by a triad tn the funda-
mental position on the same bass tone, or its octave.

0 . . | )
=
80. 4 . g '
EESS =
I v 3 7% —‘;"4'%

RuLe 3. As the second chord of a group with two or three as-
cending or descending bass tones.

o1 1 ] | |
381 _.; - |
. I ‘l l) :l 1
P e e
= e——zﬁf ——
A

For the present the chord of the sixth and fourth of the dominant
lonly is available for this progression. ‘
In this case the tones of the § chord are hardly to be considered as

harmonic, but rather as melodic passing tones.
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RuULE 3. As a repetition of the same harmony, forming a
melodic bass.

1 I 1 — —
82. [ ] [ ] [} 6 [ ]
4 4 6 4 4
Y ] :g:
T 4
ry -y ? —1P——— 211 ! — =
Z-0 1 21 11 P—T A8 I — 1 1
* T ¥ | T — 1 ¥ r
T T T

. NOTE. These three rules may perh4aps be summed up as follows: Avoid skips to
or from the bass of a 8 chord. The bass is either stationary or diatonic when the

harmony changes.
‘Bad. Bad.
8s8. 34.
3 1 <
Z* dl & Iz T i

The principal function of 'the tonic § chord'is to precede the domi-
nant chord in the authentic cadence. In fact, the formula I:-V—I,
stereotyped as it is, may be perhaps considered the most useful, as
well as the most decided, of all authentic forms of cadence. It is used
in all the following exercises of this lesson.

- All other § chords are practically melodic rather than harmonic.
It is hardly necessary to state that a piece never begins nor ends with
a § chord except in very free composition.

EXERCISES TO LESSON V.

a. a
- P N E
Q 0 u Cn §
(] 6 (] [}
s 3 ok 1 ﬁkﬁl- Py L.
97_ ty I P I A
. - hdill B B 1y
] I O I . - J v
(] [} [}
1Ve Ig Is
a. Rule 1. 5. Rule3
1. Bassgiven,
[} [} [}
4 6 6 4 4 6 4
3 | . =Y - La { 1 1 I
| | G 1 1 1
| - e 11 — 14 1 1 j
!’IL' N WL /I‘lr' .’;l 1 Ll R - ";!l
S GRS T AL B AR TR




4, Soprano given.

[ 1

[ 18

1 Ei.l I L4 4
—

Play these cadences in every major and minor key.
Same in ¢ minor.

LESSON VI.
THE CHORD OF THE DOMINANT SEVENTH.

By adding a seventh to the triad on the fifth degree of the scale,
a chord is formed called the dominant seventh.

I

(18

I
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Inasmuch as the seventh is a dissonance (see Introduction), it must
be followed by a certain tone demanded by the ear, which is called
its resolution. As this tone is the third of the tonic triad, and as
the fifth degree of the scale on which the dominant seventh chord
is founded is common to both tonic and dominant chords, the third
and fifth of the dominant seventh chord i; ve only to progress to the
root of the tonic to form a complete tonic chord.

Note. The dominant seventh chord consists of a major third, perfect fifth, and

minor seventh. This combination of intervals is to be found only on the fifth degree
of the scale, and is the same in both major and minor keys.

RULES FOR THE USE OF THE DOMINANT SEVENTH.

RULE. The dominant seventh chord resolves to the tomic triad,
to the third of which its seventh must descend.

Notx. These rules are for.the regular resolution of the dominant seventh chord ;
later on its irregular resolution will be considered. (See Lesson 54.)

The resolutions of the intervals in detail are as follows:

The seventh descends to the third of the tonic triad.
n .

T

l
B |
il

89. v

.
Y

Z — — &

o -y
L L4

The fifth descends parallel with the seventh, to the root of the
tonic triad.

40.

J

Or it may ascend to the third of the tonic triad, in which case the
third is doubled, as the seventh is obliged to descend to the same

tone. n

s — ¥

D

P 1

41.
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The third, being the leading tone of the scale, may always ascend
to the root of the tonic triad. (Example 42, a.) It may also
descend in the alto or tenor voices to the fifth of the tonic trlad
provided that the root ascends. (Example 42, d.)

(a) (8.) (¢) (d.)
— s —» o—L (" S— f— 3
42,
: ! — &
— r ) — r — r ) — I - — r )

The root of a dominant seventh chord ascends or descends to the
root of the tonic triad, and is often retained as the bass tone of a
$ chord. (See Example 43, 4.)

When the fifth or third of the dominant seventh chord is omitted,
or when the chord appears in any of its inversions, the root is retained
in the upper voices. (Example 43, c.) In other words, it is often
treated as in Lesson I, when it is the bass tone of the dominant triad
without the seventh.

The dominant seventh chord is used in three different forms
demanded by the exigencies of progression, and while the root and
the seventh are always present, the third or fifth may be omitted,
and another root substituted in their places. (See Example 46.)

(@) () ()

43, 7 S

The dominant seventh chord may be repeated in different positions
before resolving; this is also true of the principal triads and their
inversions. It may be approached in parallel motion from a tonic §
triad, for the reason that the upper voices move only one degree..

(=

o,
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NotE. Parallel motion from any interval to a fifth or octave is to be avoided
in outer voices wmless:
A connecting tone is present in one of the voices, or
The other parts move by contrary motion, or
All the upper voices (as in Example 44 ) move one degree.
Such progressions are called concealed or hidden fifths and octaves.

The full figuring of the chord of the dominant seventh is E, abbre-

viated to § or 7. In the minor mode the raised leading tone is indi-
cated by a § or § under the 7, (7).

The authentic cadence is much strengthened by the addition of the
seventh to the dominant chord, and as the forms of the chord with
the root doubled all resolve to the complete tonic chord, i.e., without
omitted fifth, this chord is perhaps more useful than the complete

7
chord §. On the other hand the .positions with third omitted are of

compall'atively infrequent use, excepting as passing chords, which
are melodic rather than harmonic in character.

This chord now gives us the use of another bass tone in harmo-
nizing the fourth degree of the scale. Whereas thus far this degree
has only been possible to harmonize as the root of the subdominant,
_with the root or third in the bass,

o

]

pe

Q

we can now use it as the seventh of the dominant chord — a decided

addition to our harmonic vocabuiary .

THE DOMINANT SEVENTH CHORD IN C MAJOR.

With sth omitted and With itted
n Complete. l’ots)t doubled. roﬁ':’ gg\‘nlbled. and
= ]

]
S
s
g
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31
EXERCISES TO LESSON VI.
a. 8. &
L 1 { .
- | — A | i .l 1
i . 1 é 11 LJ]A;_IL
. 7 L1 -J-
- & - -
E=2 =s=dsie—s
i A L | A L] - . . 1
| i bl | | |
a. Fifth omitted. 5. Complete chord.
1. Bass’iven. [ ] [ ] [ ]
8 ¢ 8 4 7 ¢ 7 6 4 6 4 T7
A=t T Tt T =T 0 I N S A I S B B B ) o
| L
6 7 7 ¢ 6 7
2. 6% 4 § 3 $ 4 3 6 65 3 ¢ 4 ¢
s —T -—p  — -
ha 1) 1 ! | : ﬁ g 1 1
— - - .

'%' } a1 o T 1 = 14{l
= O 1 P
-

1 1 1
1 1 . | /
1 ~
o !
'y 1
"y 1§ 3 T . 1 — 1 - — -
= L
T
5
0N '*.. . | "
! I 1 11 | 1 1 I —17 )
1 1 1 g T 1]
4 &
J - N’

A
- | . ) I O § ] 1 | P P -
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Play this cadence in every major and minor key.

- a I ' | l | 1 | |
47. { I !
I 18 1V Igﬁfr,
LESSON VII.

THE FIRST INVERSION OF THE CHORD OF THE DOMI-
NANT SEVENTH. '

THE SIX-FIVE DOMINANT CHORD.

In Lesson IV we have used the leading tone in the bass in the
chord of the sixth, or first inversion of the dominant triad.

K we now add the original seventh of the dominant chord to this
triad, we have the corresponding first inversion of the chord of the
dominant seventh which is called the chord of the sixth and fifth or

the six-five chord.
[ ] 5
8
A . 6 o
@%7—2—"’—2
49. T T
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The full figuring of this chord is §, abbreviatedto $. In this, as in

other inversions of the chord of the dominant seventh, the original
root is not doubled, nor the fifth omitted. The resolution is the
-same as in the fundamental position, excepting that the root becomes
a connecting tone with the fifth of the tonic triad, and the third
(bass tone) always ascends to the root of the same.

50,

The fifth descends to the root of the tonic triad, or ascends,
doubling the third of the same.

e
L:_._L

B1. or

The seventh descends to the third of the tonic triad.

The root connects with the fifth of the tonic triad as before stated.

& Sg—.—?:ggi
58.
__‘:_—.:___.;c:il.._l I

By means of these chords we gain the leading tone in the bass in
harmonizing the fourth degree of the scale, and we may also utilize
i for the fifth and second degrees as before.
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EXERCISES TO LESSON Vil.
n | | | N 1 . . 1 "
|@ =ttt

ég ‘(3-

] e . ] .

[ 5 4 7 8 ¢ 4 87
e e
v v T

v

/ghe exercises with given bass should end with a complete cadence
"I ) when possible.

}O’V\’ 1. Flg\uredbaufh-\ .
) \ 3" 5 s (R 5
= zZ—1 5 —
0 - — - - :
. e s

2. 8 & 4 6 86 b U 4 B

- Harmonize the same in minor.

5, . r— N.B
T~ # ? r—p—— T 1 | —— +
< X
N.B. Plagal cadence.
o o |
T T

[y
]
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Play in every major and minor key.
] i ) )

LESSON VIII.

THE SECOND INVERSION OF THE CHORD OF THE DOM\}-
NANT SEVENTH.

THE FOUR-THREE DOMINANT CHORD.

Thus far we have considered no combination which has allowed
us the use of the second degree in the bass, except as a passing §
chord. (See Lesson V.)

2

LA\ YR

T

By placing the fifth of the dominant seventh chord in the bass,
we find a convenient harmony for the fourth, fifth, and seventh

degrees of the scale.

Fourth. Fifth.  Seventh.
. Y

:ﬂ
(]
(]
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This chord consists of a third, fourth, and sixth, added to the
bass tone, and its three positions in close harmony are as follows:

0 -

l
|

e

==

87.

i—e—l_'or':ltﬁ—cor'—]:—-’jor:i:ﬂ

Its full figuring is §, abbreviated to §. In the dominant seventh

chords of minor keys, the sixth interval is made sharp or natural,
to indicate the raised leading tone of the scale.

=

The resolution is the same as in the fundamental position (Exam-
ple 59, @), with the following notable exception, viz : If the bass tone
of the : chord ascends, and the original seventh descends, it forms
a tonic chord of the sixth with the third doubled (Example 59, 8).
In order to obviate this the seventh may ascend to the fifth of the
tonic chord (Example 59, c), the parallel fifths which result being
excusable from the fact that one of them is not perfect. (Example

59, N.B.)
(a.) (8.) (e)) N.B.

—_% n T : Ill:. : X

or

1

5

1 T 1 +—- -t T L

N.B This particular form of consecutive fifths is to be found in the works of
every great composer from Hindel to Brahms. The real reason for its legitimacy
in this connection lies in the fact that the dominant seventh under these circum-
stances is a passing chord, and therefore melodic.
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As in the case of the other positions and inversions of the dominant
seventh chord, this may also be exchanged for any inversion of the
same chord, or for its fundamental position. Since this chord enables
us to utilize the harmonic progression IV-V$, we can harmonize the

ascending major scale as follows:

I N

——=2 S
4
3

=
&

23

0. ?

1 ]

i
o1

@

3
-

This, however, is not possible in the minor mode, on account of
the faulty progression of the augmented second between the sixth
and seventh degrees.

NoTe. On general principles all progressions of augmented and diminished
intervals are to be avoided, especsally in the inner voices. The very frequent and
- effective use of augmented seconds and fourths in instrumental compositions in
no wise contradicts this principle.

EXERCISES TO LESSON VIil.

1. Figured bass given.
4
] 3 [ ]

[ ] 7
1 1 | la l I
16—
- 1
L 1 | ) ) 1 1 1
68 ¢ 63 [
(] 4 [}
2. 3 5, 3 s 3 5
| 1) 1 1 | a1 1 ) |
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8. Unfigured bass.
3

—
| + S N + Py

o
2

p
i

1

.
T

_AQ. Soprano given.
+ . | 1

el1. .
_ — ’ s
1 1= |

T 1 -
¢
1VaIel IVI‘Vi

LESSON IX. _
THE THIRD INVERSION OF THE CHORD OF THE DOMI-
NANT SEVENTH.
THE FOUR-TWO DOMINANT CHORD.

The third inversion of the dominant seventh chord consists of a sec-
ond, fourth, and sixth, erected on the fourth degree of the scale. It
is called the chord of the i, often abbreviated to : or 2. Its three

positions are as follows:

[ 113
ko

W T Y}
?

0

S5

62.

9
[
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The resolution is to the first inversion of the tonic triad. Its bass
tone, being the original seventh of the dominant chord, must descend
to the third of the tonic triad, the leading tone progresses as in the
fundamental position, and the root forms a connecting tone with the
tonic triad. :

‘A).
1y o—o
J — -
63. M
- ——

The fifth, however, has more possible resolutions than in any other
position of the dominant seventh chord.

First —It may descend to the root of the tonic triad as above.

Second — It may ascend to the third of the tonic triad, forming a
first inversion with the third doubled.

@ Jhied.
Root.
’ —Z=—H{Root

64. l ): — I Third.

Third — It may ascend or descend to the fifth of the tonic triad.
(See Example 65). The last-named resolution occurs often in dis-
persed harmony, and will be discussed later.- The ascent to the fifth
of the tonic triad in the soprano, however, is a very convenient mode
of harmonizing the melodic progression, supertonic to dominant, and is
found in numberless compositions of the best masters.

. oY
ﬁzﬁgzé
4 Z

es. 5 s 2

[ ]
9%—9"—2 & 7

4 1
|

As in the other inversions of the dominant seventh, all the inter-
vals must be present, the root not being doubled. Like these, also,
the § chords may be exchanged for any other inversion of the dominant
seventh, but must be eventually resolved. In all cases where the
inversions of the dominant seventh are found in an incomplete
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form, the chords may be considered as passing chords, or as forms
of melodic progression.

The melodic progression, submediant, leading tone, tonic, is conve-
niently harmonized by the use of the § chord, allowing the seventh to
become a connecting tone in the bass with the root of the subdomi-
nant chord.

~ 6 7T 8
-“- -~

6e. 2 R
i ———%

There is one more exception to the general rule for the descent of
the seventh. It occurs when a fundamental position of the dominant
seventh chord, with the root not doubled, and with the third or fifth
(never with the seventh) in the soprano voice, is followed by the
first inversion of the tonic triad. In this case —a somewhat rare
one —the seventh ascends to the fifth of the tonic triad, instead of
descending to the third.

A 7th. ascends.

1

z
g="
-
6

g—
e —
[}
9_3._5 E{FE =
L

67.

The regular resolution of the seventh dowhward would leave the
tonic triad in a very weak position, and produce concealed octaves,
nearly as objectionable as consecutive octaves. (See Lesson VI.)

===y ===

68. 69.

=== S

===

Singular exceptions to the resolution of the 4 chord are found in the
works of Bach. (Toccata in & minor.)
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When the dominant ‘ chord occurs in the minor mode the fourth
requires a h or §, on account of the raised leading tone.

EXERCISES TO LESSON IX.

Nk . N IR N I O |
"u. —te 1 3 1 I S S | T |
-& &
4 4 4 [ ]
SCSSL_SA Cltlj_’J
: P12
H )

L L LA | T

%
=

T »
(8K
W_[
1

‘ -

]

g

1

it
HTe| -

g
11

J

(1] 1]
4 4l 4
2. 8 3 [} (X ] [ ] 3 L
5 } = E — - E—
L 1 Ll - 1 1 1
! T +— 3::
(1]
.n 4

3

~ Wﬂ?—g—g—#_ﬂﬁ_%

3. Unﬁbgured bass.

%ﬁﬂﬁﬁw

n 4, Soprano given.

n

|
|
i
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™

m
| p
gii)
O

1
il

Play in all major keys.
0O Also this.

70.
o - 2 -5 —
——— ===
- V4 4 6 Vv
3 1 V’ I 1V I: vV I
LESSON X.

THE SECONDARY TRIADS IN MAJOR.
THE SUPERTONIC TRIAD.

The secondary triads of the major scale are the minor triads formed
upon its second, third, and sixth degrees. They stand in the relation
of relative minor keys to the principal triads: tonic, subdominant, and
dominant. Their inferiority has caused them to be regarded by many
theorists as entirely subordinate to the principal triads, not as inde-
pendent harmonies, and to be used only as substitutes for, and in con-
nection with, them. If we analyze almost any of the simpler pieces
by Mozart, Beethoven, or Haydn, we shall find that the proportion of
secondary triads is small, and that the fundamental harmonies consist
largely of the tonic, dominant, and subdominant, with modulations to
the adjacent keys. However, the further we go back towards the
contrapuntal era of musical art, the less we find this to be the case,
and even in the works of Bach and Hiindel they are used with great
independence and freedom.

The most important of these triads is that founded upon the super-
tonic of the scale, and, being the parallel minor of the subdominant,




HARMONY. 33

its third is often doubled, especially after a tonic chord. Its best .
usages are as follows: '

First — To precede the dominant seventh chord, or tonic § triad in
a complete cadence, as a substitute for the subdominant.

A skip in the bass from 11 to I: is allowed. :
’ Possible.  Never.

Fisipgt

—n
1T .

71.

ERER

T
T
T

=y
et
r

2 T

]

Second — As a passing chord between the tonic triad and its first
inversion. (Substitute for the dominant §.)

72.

Besides these most useful progressions, the following may also be
used:

Never.
L o | |Rare T, ,
1 | I | : 1|'
l 1 ! a
78. :
1 — i N 1 N
o . = 1 o 1 L1 1 L1 1 ) |
| v I . = =Y i | =Y | =l WY 2. =i
| 4 1 | | A R A bl Ef
L }iﬁ F 1 | 1 : | | | }_ :
a IV I V: n IVt

l.%‘
E%

—r ] ] ]
[ 1 S | l n - 1 U )| 1 1l 1 l
Y = o g .| & I 1l & |
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o
| 1 )
o f l
1 N 1
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If we employ the supertonic of the scale as a connecting tone in
progressing from the second to the fifth degree we form a succession
* of two diatonic major thirds.

44

74.

: T —F—

1
P4 — 1 | B L
T 1T t
T

This progression involves the false relation of the tritone, which
has been regarded as objectionable in the strictest writing. This is
easily avoided by observing the following

RULE. When the dominant triad (without the seventk) is pre-
ceded or succeeded by that of the supertonic, the comnecting tone
(supertonic) is to be disregarded, and the upper voices are to move
£n contrary motion to the bass.

76.

or

S8
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The tritone is the interval of an augmented fourth which exists be-
tween. the fourth and seventh degrees of the scale. Progressions
which involve these two tones in succession, like

0

Ji=—==s= S~

are avoided in strict counterpoint. Example 45, page 34, covers all
necessary progressions of this kind in harmonizing the exercises
given. T ' |

EXERCISES TO LESSON X. . .

@, Third doubled, 4. 11 followed by I3,
1. Figured bass given.

[} 4 [ ]
.3 a, . 4 3 6 3 .41
[ ﬁ | ErE— - — - 1= I ) - ()
| S X -t <l P I .
] D —C 111
& 5 e
2. 4 6 4
s 3 2638 (] 65 3 7
Y. — A y— T " X
: ———wr
t — @ t
8. Unfigured bass. g [ ]
1 . 1 , 4 5.
g . —1 PR A N A"
D~ T P—1
P =
II
4'01 Soprano given.
. . a — Py +
” — >
J v— T
6Ve
n I IV“V, m Ive
B.
- T S i o —%‘ ] |
P - —._ p:g - 1 g -
——+—— (o — _,IL
b 1ve I )
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.I

3
J%
ierot

e mm—
[ ]
4

Play in every major key.

77'

LESSON XI. _
THE SUBMEDIANT TRIAD.

The secondary triad next in importance is that of the submediant,
the parallel of the tonic. It is often used to succeed the dominant or
dominant seventh chord instead of the tonic triad, forming what is

called the’ deceptive cadence.
h(a.) | Better. %)

j :;..'11' ' 'm

not
l . . . ;S S
2 1 " )| e | 1 1L | e

1 !l .| Il=l =

1 q VI 1 7 VI I V.,vx

In this case the leading tone, if not below the seventh, or in the
soprano voice, may descend to the root of the submediant triad.
(Example %8, 4). Otherwise the leading tone generally ascends, in

which case the third of the submediant triad is doubled.
' N 1 |

-JThird.

hird.
79.

S=——F—4
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This progression (the deceptive cadence) can never take place at the
close of a piece.

This chord is also often used as a connecting link between
tonic and subdominant triads,

80.

. ¥ |

[
[

T

7
I
1
I

VI

3

but less often between subdominant and tonic.

8l1.

o 1

1R

<

I

3

-
£
L
1

Other possible progressions are as follows:

N ] —1 L 1 | ! |
O
g -
82.
— T I —1 1 | - _°l¢
M JL M - . 1 1 | 1 1
s +
ViV, VI I: vi I
(See Lesson XIIL.) Rare, Poor. Possible.  Harsh.
t ' ' |  — ) —-—y
L
etc.
. ! - -. ] - 1 P
o I I | I | — ) B | 1N nin 1l + | )
s 1 =i 1Ll = L1 =i 1 . 0l 1 1l 1 1 | | I - ) |
. L — 1l —— 101 — 1 — L i
1L 11 1l J1
Vi 11 VI Vg vi 1 VI V: vi Vs

All the above progressions must retain the connecting tones in the

same voices, or move in contrary motion to the bass.

The descend-
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mg ma]or scales may now be harmonized by means of the submediant

chord, in the following manner : .
—0

27
ss. ’1'3:3-5-9-

Or much better:
0.

z Z 4 Z = Z -

Z — 2z g—
>  — —
the melodic progression subrﬁ'édia_n't‘ to leading tone having been thus
far impossible on account of the succession dominant—subdominant.

‘This may now be combined with the ascending major scale (Lesson
IX), and must be playéd in every key from the following model:

12345 6 787605 4 321
1v11v1¢1v VEIV vt V6 V8 I Vgl

orl IV I:
[ . EXERCISES TO LESSON XI.
X a.
0 1 ] A R 1 | 3
- —- J L 1 4 . |
. = | | Jd
> * ¥ g =,
] T . 6 s
e
v T i_‘_‘l} e P -1 i_____‘_
‘ vi v 16
b
i, . . |
1 ) 1 )| 1 M I 1 1 I e - [
1 | [ _E: y — 1 1 T T—1
z =
. [ 4. 7
2 ) | Py A " 1 N .
— S, R " S——— o— | 1 —
T L lr = 1
i

a. Deceptivecadence. 4. I v1 IV.
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i

11 i‘ & } ! I :’ — =2
v . . LI
Deceptive cadences are indicated at a.
2. 7 [ ]
M 3 L ¢ - — 8 T b 7,
1 I
N ) | P~ i S —
—e e I
—t } tat

a.
& 1
[Y.d | o | . | - i O | 1
(Y. Jm Y I A Y o T . 11 1l ae
< 1 | a. 1.5 L 1d 1
ht —r A4 L | _— 1
v T~
4. Sopranogiven
O b [l i
) | 1 i d

o Il +

Ll i | . d 1 |

I
| =Y
1o
1

It will be found a useful exercise to set this melody to the words

of a hymn.

H-H
el
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LESSON XII.
THE MEDIANT TRIAD.

The triad of the mediant, the parallel minor of the dominant, is
the least useful of the secondary harmonies of the scale. Its princi-
pal use is to harmonize the leading tone, in the descending melodic
succession, tonic, leading tone, submediant. This, like the super-
tonic and submediant triads, is indicated by a small numeral, from
the fact that the triad is minor. :

65 e P

1 9&— E L | ! i é ! L | 0}
I 1x v

Like the submediant, its third is often doubled.” It should only be
preceded by the tonic, dominant or submediant, the progression
supertonic to mediant, or subdominant to mediant, being harsh in any

position.

] 1
. 1 1
Z &
87.
| .| ]
S o e | = e | e —
1'—[1 ! 11 ! | | 1 | § I ! 1 ) '[ R i

It may best be succeeded by the subdominant or tonic triad, the
succession mediant to submediant, mediant to dominant, or mediant

to supertonic being either harsh or weak.
1 ] . | )

"
A1 1

ot

88. not better etc.

?
)]

T ! 1

On general principles the progression of a secondary triad to its
relative major, supertonic to subdominant, submediant to tonic, or
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mediant to dominant, although possible, is not to be recommended,‘
although the reverse progression is always of good effect.

In each position. Good. Possible,
[ I B N

=5

’-l/

- . ./-/ -
89. not !
- - -
s . 1 | =Y E ) el 1
Z - ot p ¥ I r - : r 11 H : -
+— t i + 1T ! i 10
ua IV m V vi 1t IV nu V m v 1

The progressions from secondary triads to those a fourth above,
although freely used by all modern composers, are avoided in the
strictest vocal writing, or else are used in contrary motion, disre-
garding the connecting tone.

not
o | 1 1
ﬁ (4 % I & £ -

not

90.
{__,P ol T :
D —— f== e a—
3 v m Vi vI I

Note. The apparently contradictory relation which exists in these successions is
due to the fact that these chords appear to be tonics, preceded by minor dominants.
As all dominant chords are major, these progressions must be false.

Our general rules of progression may now be re-stated, as follows:

First— Move to the nearest position of the succeeding chord.

Second — Use connecting tones with parallel motion.

NortE. Parallel motion by perfect fifths or octaves is wrong. Parallel motion by
thirds or sixths is right.

Third — Use contrary motion when no connecting tones are
present.

NoTE. Also in the succession supertonic to dominant, or its reverse.

Fourth — The third of the supertonic, mediant, and submediant
is usually to be doubled.

Fifth — Avoid progressions of augmented and diminished intervals
in all voices; also progressions of two fourths or fifths in the same
direction in the bass.

With our present chord material the various degrees of the major
scale may now be harmonized as follows:
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TABLE.
A Tonic, Rare. ° Supertonic, Rare.
+ — o ]
| o | L L 1 - Y >y i
- 1 1 1 1 l 1 1 o b o ) ol
11 L I ) 1 o - 1 1
—r— o9 T °p
(] 2 116 V6 116
1 I8 IV I: IVGVIIV:VIc v V.,V,, i Vi ‘V‘ g
Mediant. Rarelz. Subdominant.
a— & — ]
ﬂ - i EFE]E | P [
= —
g ! — () ﬁ' :' —t —
6 1m 6 6 IVe V4
I I6 1 I: VI vi v V 1ve 'Vu IV‘ Vs
n Dglmt. Rare.
—p—9
. 1l .|
r | T J| : — ) .
= . —1—1 i:a_j::: —
r ¢ — - —t } L r "
(] 4 16 2 6 ¢ Ve
v V,’ ve Vs 1 V' I° mm V mé  m$ V‘
Submediant. Rare.  Leading tone. Rare. .
Y —~— Rare.
|
.
\- %
) i i — - = JI _1 = 4
S e I e
L T
vi vie 11 eIV Ivg Ive u: V Vg V6 Vi Vi m e V¢ Ve

From this table it will be seen that the dominant and the sub-
dominant have a much more varied relationship to the triads of the
scale than the other degrees, being possible to harmonize with every

degree of the scale in the bass except one.

The tonic may be har-

monized with every degree of the scale except two.
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EXERCISES TO LESSON Xil.
|| . I s
—rteed L] N | d 1 N ‘= $ 1 iir
o —
-
rT—a +—4 1
o = H—-'Ill:\‘———
I | Wt I rr I v 17
. Vi IV ngg m ve I:VV,,I
1. glcm'edbaugivexk s 6 R v
s 7
| I - j' A 1 F =
LN B s |
2 o . | 1 —1 1l )| o | >
1 —1 1 i I—17 - (|
8. Un.ﬁgutedbaugiven.
T T 2 i ——— ] o e =TT
e
4. Melody given.
- t t B S A —Y i s o -
G F— f:’ &i:;t:td:tl'rali
5.
— N altpf: ) - T
: ——¢ ¥4 -
Play this cadence in every major key.
(a.) ’ (8)
PN TR TR N ' 1 1 .
- 7]
CE—] —
L TIE 1 1 + 1 ‘Ir'l
[ ]
1 $ V,, I
- ]
=z 2 ——Z—
| f =
1
+ o
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LESSON XIII.
INVERSIONS OF THE SECONDARY TRIADS.

The first inversions (chords of the sixth) of the supertonic,
mediant, and submediant, are used with almost as much frequency as
the fundamental positions, and like them often double the third.

The first inversion of the mediant is of somewhat less value, but
has one peculiar usage which is of singularly interesting effect. It
consists of the doubling of the third, which, with the root, progresses
to the seventh and fifth of the dominant seventh. The effect is that
of a double suspension on the dominant seventh, and later on will be

so regarded.
H.

(Example 92.)

-

J

92.

.
>

-

s

==t

I

0
1 V.,

6
1 V,,

Nortx. The second inversion of the mediant is often used in the same way.

a1 | )
g A |

| 11

Q]

5%

The second inversion of the secondary triads is of very slight
value, and its usage is governed by the strictest rules of Lesson V.
All § chords sound like tonic chords, and it is only when their re-

lationship as passing chords is made plainly obvious to the ear, that
they can be used in any other way.
o 1 1 1 1 1 & 1 1

&

9=F Wi

84.
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As the possible successions of the first inversions of triads require
some special treatment they may be summed up as follows:

RuULE 1. A single chord of the sixth doublés the root or fifth
(see Example 95, a), and may double the third in the inversion of
the chord of the supertonic, mediant, or submediant. (See Ex-
ample g5, &.)

(a.) () Third doubled.
=7 l | I | T T n
=L =
5. [ ! [; ! s ? etc,
— ! — T
— e

RULE 2. /n two successive chords of the sixth, first double the
root, or fifth, then the third, or vice versa.

/N I N S R TR I RN R
=

NOTE. An exception to this is found in the connection of the tonic with the sub-
dominant, if two connecting tones are present.

fa | S

RULE 3. [n three successive chords of the sixth, with ascending
diatonic bass, double the Jifth, third, and root in succession.

Fifth. Thill'd. Root.

Or by Rule 4:
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With a descending diatonic bass, double the root, third, and fifth
in succession.

N | | | !
e Sss s :
oo.
[ ] [} [

et ——

He o

RULE 4. /n a succession of sixths where the upper voices all
move in contrary motion to the bass, all the thirds may be doubled.
This, however, is not often necessary.

These rules do not apply strictly to dispersed harmony, and are
intended to cover only examples in close position.

EXERCISES TO LESSON XIlIl.

. Rulea. 4. Rule1. ¢ Rule3.
N.B. Although this triad has not yet been explained, its usage in this connection is the same
as that of the other inversions. See next lesson.
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2. 3
T 3 61 . 36 6471
0 o | [ i
L T |
3. Unﬁsutedhus [ ]
A 47
oo W > = i — P
9902 bt 1
=225 524 I = 1 1 T
——-h—4& —t1 o—T1 ; o —

101.

1 IV'ulOu‘r I: X7.,

LESSON XIV.
‘THE LEADING TONE TRIAD.

- There remains but one more triad of the major scale to be consid-
ered, i. e., that of the seventh or leading tone. As the fifth of this
chord is a dissonance, being imperfect, it follows that a resolution is
required. This we find to be identical with that of the dominant
seventh ; in fact the triad in itself is a dominant seventh with the root
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omitted, and is subject to the same treatment as that chord. Its root
being a leading tone, is almost never to be doubled (See Example
103, a), nor used in the fundamental position, except in sequences.

(a)) Poor. @.) .B.

EESESEE 2
102. .' ‘I oL ‘I

S T T T o e

N.B. This resolution to the tonic triad with doubled third is very common in strict part
writing.

Generally it appears as a chord of the sixth, with the third or fifth
doubled, and resolves to the tonic triad. In this form it is frequently
found in strict writing, in which it forms some cadences of the church
modes. (See Example 102, ). In modern writing it has been
practically superseded by the dominant § chord in the authentic

cadence.

Note. The fundamental position with doubled root appears often in sequences.
(See Example 103, 4, and also Lesson XXXIX.) Itsuse in the second inversion is

also very infrequent, but it is occasionally used in the place of a dominantg chord, in
the same manner as any other : chord. (See Example 103, 8.

108. etc. 6
3 l — ‘

L ) - 1 1 ) . - ) l 1 ) | =Y o

. 1l 1 )| 1 1 | Z 1

vIre Vi1 vn°:

This triad is employed as follows in harmonizing the major scale:

104.

e S S— E——
| ¢ ¢2—6—
3 ﬁ%ﬁ%ﬁf!—ﬁi%gﬂ
X X X ! |

T
I Ve I IV I6IV vi°® I vio8yr V6 V:I V' I
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EXERCISES TO LESSON XIV

Play in every major key. Also all the major scales with the
harmony given in Example 104.

Ja 1 lﬁ

-1 1
| | | 4!

106.
4 ] n | "
1 1 1 T 1
%:d:'; r;FLN T—z— : :
I

T viosis 1V 1§ G

7
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LESSON XV.

THE SECONDARY TRIADS IN MINOR, WITH THEIR
' INVERSIONS.

The secondary triads in the minor mode are treated similarly to
those of the major. Being formed from the tones of the minor scale,
they all contain discords except the submediant, which is a major
triad. '

The supertonic is a diminished triad, correspondmg to the leading
tone triad of the relative major.

o W T

2
1086.
JJ

—4
¢: 119 equivalent to
Eb: vir°o

The mediant is an augmented triad, consisting of a major,_third and
augmented fifth. The augmentation of the fifth is indicated by the

sign + (IIL + ).
107.%

This chord is not used for the present for harmonizing purposes,
but will be considered later on under chromatic passing tones.
The submediant is a major triad, the parallel of the subdominant.

Note. The root of the submediant in major is frequently doubled, but in minor
never if preceded or succeeded by the dominant.

Db tn |
2z

o

108. not not

™ 4 +
114 | 11

The leading tone triad is also diminished, and coincides with the
leading tone of the tonic major triad, being in fact the third, fifth, and
seventh of a dominant seventh chord. Both diminished triads are
more frequently used in their first inversions, usually with the third
or fifth doubled, than in the fundamental position.

el
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109. s 3

etc
l s e
} 11

The root of the supertonic triad is more frequently doubled, how-
ever, than that of the leading tone. Therules for the use of these
chords are the same as in Lessons X, XI, XII, and XIII.

EXERCISES TO LESSON XV.

—_—
H =i 1 — L ) )
#’ e — ! '
1. Figured bass given, [
¥ ¢ 6 e 6 44 3
) = : —T . —
et ——
1 H 1 1 |
) I N 1 1
Ll
[ 7
[] [ ] LJ'] [ ] 4 n

D
N

. 6 [ (1] -
2 se 47 6 4.] (] 43 6 :3
1 L al } J . | 1
11 1
RIS eEnaes it
e -
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3. Unﬁ‘gnnd bass.

. | -
1

i)
g
N
T

4, Melody given.

TT1e
TTe
el
1|
u
g:lr

LESSON XVI.
SUMMARY.

We have now considered all the triads that it is possible to erect
upon the various degrees of the major and minor scales, with their
first and second inversions. The following table gives a summarized
view of these triads in the key of F major and minor. The term
rare is of course to be understood in a comparative sense.

TABLE |,

‘TABLE OF TRIADS OF THE MAJOR AND MINOR SCALES, WITH THEIR FIRST
AND SECOND INVERSIONS.

In F major.
0 )

-i%ii% I
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I ue xh' ' LIV I'VC

Rare. Rare.
n | -p- |
— — .
J | 1 I | r L r T
= 1 1 10 L | |
L 1 1 L | 1 i 1 M o |
vié v1: vII° vIiIo8 vu°:

3 = = = " " .| +— m
. » o o 1 T 1 ~

™, | 1 1 1 1 1 d

"4 L 1 1 - M Ml J

(] 8
I I I‘ 110
Rare. ( Melodic forms.)
. 1 1 | - | ' | L |
I . — =

" +
n + + 1 .
|

11°8 n°¢ I+ 111§ HI§
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I
Z i T T | D D — | 1
LI |

, .
VI vie vie Vo vIos o8

It will be observed that all the above § chords are to be used in
strict accordance with the rules of Lesson V.

This table is to be played at the instrument in every major and mi-
nor key, from the Roman numerals.

The next table presents the available progression of each triad to
the other triads of the scale.

TABLE 11,
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L] | 1 etc.
Or. (o) .0
A R I
| I I T
1 )| ] . | —y
1| | j
Never. etc.
: |i E Ii T T "Or
~ 1 v VzI e Ivug 1 v, T me 1

sequence
. i [ i + | i
o - j | 1
—— _r‘:;‘:ﬁ__;‘:[:ﬁjtﬂ
~ 6 6 ¢
I vi 11V n‘ 5 I vin 1 m$
From 11. Rare.
==0 @ﬂﬁﬁ:ﬁ:ﬁz&%
(SR R B —
1"‘
C 0T
o—1 1 1] 4 | | N I N IO S ]
ori — = — ]
[4 &
R | . \ . . R | A
i + | 11 I —— - —- 1 T :‘qzl
> - ¥ ‘;_'_1 !—!—-
1 d o
I | —1 r I _: L — i t LKIE;_—':I
u Ie nomunvis m IV on o ne nm Vs virg
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1 1 1 1
a1 1 . a1 1 | o1 |
o . . | o N | -
)| }I ‘JI= ) :{‘{ 1 ) I | 1 ) | 1
l 1
o — . P — e e e |
PP f A S ——
~ nm1 V n Vy n m® n l: nvi unu Ivén n:
In sequence. Rare.
=== e EEE=E T
— q‘ 1 1 1 o
il 1 I | | LI | DL I i 1 1
a 11 1 1 1 ‘
O —
O | . |

I

- | 1 1 . | " d " 1 "
. ] 1 | I | 1 1 1 f | | ) I . )| 1 l
. o )| 1 4 B | Q l I ! iH‘_iT_
= v - | ¥ > |
b 1 w \ 1
~N 1n Ve 11 Vg I vi©e n m: n I o wvie u IV:
From 111.
Poor. I Rare.
p - — -
r 1 r T 1 1 1T
T ! | - 1 1 ! 1 1 1 |
A | B . | ‘ L1 1 7 | ) I . |

| }

m V

—— =
m V7 m m® m I8

L]
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Never.
| L U1
None of these progressions
o—t—t+—r+—1—1 ] i g‘ all %%
are desirable.
H 1 4; - < - - | 1 1 J.1 . | 3 4 -
- | | ! . | | i | i | . | Sl | | . i |
T
e e e e s e [
| n f } L = b I R— i ) —
N m vi m IVe m n: m V6 V: I vio I m:
Never. _Rare.
o
v ot M UL L
! | 1 4 ! 1 ! | I 1 1
5 1 | 1 1 ° — B B | . i 1 1T l ! ]
45— ] - | — T |  — —T +—
1 11 ‘ % S — ) 1 i | g
vy 1 t - | )
Ll_—d_ i 1t 11 \
: s E A
N m I m v I IV: 1304 V: o1 1 I vieem V:
From IV. ’ Rare.
— = =5
J | ! | I 1t 1 | | | | |
Avoid.
Fa W | a | 1 1 ] B —
— 11 T o —
Q.
o | ] :? ] m I |L4|—J 1 ! 1 i_ b —
e e e i i [ —r "
T —F -
IV "V IV Vq IV 161V I: IV 1ve Ivwr 1V le
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From V. T p.,l,,n‘_ | Rare.

l/ 41 — ) S ALl L L - 1L! M lL'g — L
v wviveyv ng Vve Vov°vve V ms
Bad.
- | o | 1 1 1
{ErEarE SR
J [ et I | |
S i 8 [ e e i [t e s e — 14—+

T T 1 t — T 1 T
ﬁff x
I | | I 3
2] | —
L rl' _Ifl' EL rl
I vvie VIVS V V§EV u V vV V§
Bad.
Y S S e
e = EEIEEIEEEEEEHEE
| _‘, [ J [ J
Never
_ 0 | ! - ]
S= SSS= ﬁ%ﬁzﬁ“
o ¥
3 | 4 4 1
i

Never.

8 —1
—— - 1 1\C 1 M LI — 1 | 1 . 1 |

N v Ie v'mv\}::vvsvwvm Vv vios
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I
From VI'Poot. . “:.'h“y‘f"“ I Poor.
(
Joo | | | ! I | ] | L M
Bettet%
—£— j::F 1— — I I N N S E——
- — - _Or
@l{zﬁi $—
s =0 g @ 9 @ - ) 71 —
e e o | S s S e ™ e ™ ™ e S
I —1 — Li—EL
V.

N vi V6 vI Vg vi  vi® vi m:

Rare. ?
L T ®
I I | I I T rluln[g!
lg—— |
0. N . 1 N ! 1 ! |
. ) S R | 1‘5 11 1 ll! ) I N | i 1| |

E vi IV vi ne vi vn5fvx vV w1 g vI %'VI 118 VI ;:
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From vi1°( only in sequences).

L
1

J T

EE S S IS ===

|
Jxll_l;llll||||Jl|

Vs ] I ] 1
1 [
17 11— - o t T I  —— T T
—1-y ’:'3’. Et
1
W N e — { T - =T - {—p

Poor. Rare.
S=S=s=s=s=Si====c
J T | T T T — Tttt 1

a1 | ! | | ] | | 1 | | | |
0. 1 1 1 : 1 " ] 1 ] | ] 1
| HE - | N I | | | 11 | IJ 1 1
H—a— ——f1—o11+—p—11—»
: s et T—+ts 1+
N vie J6 v mr v Vl: vie IV vi® V2 vi© 16 vi° vn°:
Poor. Bad
— 1 ) — T Tt = 1 ———t %
J I T T | L T A T T T
Very poor.
| 1 1 - | l F I
01 1 1 ) ! | ! | ! | ! | ., .
—
’ —
o ] ] 11 11 1 P . | + 1 ‘l
) 1 | 1 ]| 11 - 11 d 1 N 11 1 1
2 e e e te— e e 1\
¢ ——1 — ¢
vie V. ovi® Vy vi© mé vi® 1§ vm® vi vi© IVE vi® n§
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It is sndispensable that the student sh6uld have both of these tables
at his finger ends as well as in his head, in every major and minor
key. They form in themselves alone a fundamental system of dia-
tonic harmony which, if thoroughly mastered, will be of the greatest
assistance in all future studies. Although these tables do not give the
possible progression between inversions of chords, these are suffi-
ciently controlled by the principles heretofore given.

This second table remains the same in the minor mode, omitting
all progressions to and from the mediant triad (III*). Like the ma-
jor, it should be played in every key.

After a careful study of these tables it may be well to omit the
progressions to all the § chords, excepting those of the tonic. The
examples marked ¢‘rare,” ¢‘poor,” and ‘‘never” (always comparative
terms) are improved by the use of ofker chords in harmonizing the
soprano.

LESSON XVII.
DISPERSED HARMONY. (Open Position.)

If the three upper voices of a chord, soprano, alto, and tenor, lie
outside the compass of one octave, the harmony is usually said to be
dispersed, or in open position.* (See Introduction.) This does not
alter the original doubling of the intervals, however; that is to say,
when the root, third, or fifth is doubled in close position, it is also
doubled in the corresponding position in open harmony. In short
the difference between the two positions consists only in the inversion
of the alto and tenor voices.

Close. Open. Close. Open. Close. Open. Close. Open.

f = | 2 T 2

= —oON—= 1 NS 1 - L

110. y \_‘9- X_ etc.
: > - Z—e—q

1 1 |
97' T e — S——r_ S— m—

From this it will be seen that the tenor of the close, becomes the
alto of the open position. The alto being inverted into the lower
octave forms the tenor, and vice versa.

® There are some exceptions to this deﬂn;ﬁon. It is given as the most practical general rule
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The following table shows triad and seventh chords in every
position and inversion, in close and open harmony.

TABLE.
Triad. 6th. 4 th
N P
— —f—a—— = jg_ P a—_
» — o — L ® -y L r ]
J o - -9 v > el > [ 4

Open.

- - - P

——¢ " ¢ P ——1|
.- & -t §
Close. :
T o ——— —
| | 1 @ o Py
; 6 4 a
7th without sth. 4 3 2

-0 o Py
11 - [ ) a - | ) = [ ] Py [ |
| * — - .—o—i——o——i —*——%—H|
@_‘T' |':‘—¢—‘—l_._ ‘_: ———
pen. . " .

—e—a" o p— !._::!:!

Py ®- Py
» » » | 8 )

0 Py
Gt v -*-:}—'—'P;—f——!
v v

Close.

bunb—

=z - P 5
- = e d L
® ®

The open positions of the above chords are to be played in every
key.
The preference between close and open harmony in vocal music is
decided by the compass of the voices. For instance:
N

-
= 1 7~ -
_z_a__;,_,,_é —=—

& g—!-

?
I

T

I
il
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This is equally favorable and practicable in both positions of the
chord, as all the voices lie well within their own compass.

Tenor Alto and tenor Tenor ‘Tenor Tenor Tenor
__p too high.  too low. too high.  too low. too high.  too low.
& z— § = —=—H
= =z
112, had

. - T T y.-] T [
Y = T V-3 T I . |
w F—=2 ™ E— m— t———1

But this leads the tenor too high in close position, and, on the other
hand, too low in open position. Well written four part harmony
contains both open and close positions, according to the compass and
effect of the voices, but it is safe to harmonize any soprano above

in open, and below that tone in close position.

Exceptions may be made for special effects, but these may be
safely deferred to a later period. It is by no means to be under-
stood, however, that the inner voices are to skip from open to close
position and vice versa whenever the soprano voice moves above or

below The change from one to the other is always

combined with a smooth progression of the alto and tenor.

Not. | Thlus.
Fe—2
—

l}] ]
o -TT.N
N

118.

ol

It often happens that, in the case of a wide leap in the soprano or
bass, the thirds and fifths of the principal triads are doubled temporarily.

Fifth.

e

L)

i

T
N

TR
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The tenor may, if necessary, lie more than an octave above the
bass, but the soprano and alto, or alto and tenor, should not move
more than an octave apart.

Not. - 2(.‘voot'l.2

— — >3
v 4 - .
- z =

118.

J( (P

.
-

The following position, however, is often found especially for
snstruments, and is of very good effect.

=

2
'y
Z

-,
-

The major scale may now be harmonized in open and close position
as follows:

n 1 1 | I I j
wl o deddddddidddg
_tEor .__d_*%érﬁl _ﬁ
LClou.|j| Open. Il Close.

Iv IlVl‘IVV: I mjIvie IV I: V,,I

- The major scale in the bass may be harmonized as follows:

Sequence. [, 1

.
A4

118.
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EXERCISES TO LESSON XVIl.

|1
1

=TT
==
i
T 1
—g—lbai .
—L
L}
6 6
i jrr:‘f:’;;_a:
4 4 ¢ 54 53 35
2. 8 3 26 3 4 32 C‘ 668 6 377 8
e e L e S e
< +— el W | - —L ] | -
8. Unfigured bass given. []

3 ‘i " 1 .5' & 1 i |
S = ! o s s e o e 5
2% r—ig ¥ o (i . —_

4, Melody given,
) . - P —t
%“E' E*_-—'F o jzj_——":f £ — R
J ————— . v Bl
e e=g=sc=r
v Wﬁ Y LA S PO Y S N 4
= 1 | A 1t 1 17 L8 M | M | - 1 11
J — Lo

All the major scales are now to be harmonized at the pianoforte,
in the soprano and bass voices, according to the models given above.
These cadences are also to be transposed into every major key.

i 11 J | 1 | 11T
- A # ;. #l#c
= =" T T - & =
110. =
e Sc===
1
; v m. — i’ Z ] ar;‘ =!
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LESSON XVIIL
DISPERSED HARMONY ( Open Position) IN MINOR.

The exercises for harmonizing in the open position in minor keys
present no new difficulties. The interval of the augmented second
between the sixth and seventh degrees, although much used in all

forms of instrumental composition, is much better avoided, especially
in the alto and tenor voices.

120.

o |

L

| - - N 1

121. * X R
=D p— |
1 17

Harmonize the harmonic minor scale in every key, ascending and
descending, according to the following model :
—b— i |

E .i_
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Review all previous work. Play all the exercises from the given
soprano and bass, and transpose them, up and down, a half and
whole step. It will also be found useful to play the exercises of
the first fifteen lessons in dispersed harmony. The student may also
compose such exercises for himself, according to the given models.

EXERCISE TO LESSON Xviit.

ol
QL
)
E%"L

[\)

E-. Melody given,

eV Py ke >
) > mﬁ%; ﬂ*‘*‘
- I 1T S A T L I T
J —
5 :
. | - 1
B o — |.- 1
t T —1 1 1 y §
Y] —F + + t
Va) — - : n
| | — —1— >
’
1 — »
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Play in all minor keys.

|
123.
f-f-f-_f{:j’; « = £
L 1 b—’__
7 —F
1 51 1
1 1 v 1ot 18 T 1

LESSON XIX.
THE DOMINANT NINTH IN MAJOR, AND ITS INVERSIONS. .

The chord of the dominant ninth is formed by adding a third to
the seventh in its highest voice. In four-voiced harmony the original
fifth is often omitted, the third at times, but the seventh never, The

ninth of this chord (the third above the seventh) must not appear less
than nine degrees above the root. Such positions as

etc.

are therefore inadmissible. This chord being a dominant harmony

like the dominant seventh, its resolution is to the tonic chord, the
ninth descending parallel to the seventh. In this case the bass is
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sometimes connected with the fifth of the tonic, forming a tonic §
chord.

. ] ! -
H 1 L 1 } el

or or | I or
1256. 6 ) Y

4 4 4
% 1 h 1l Y 1
FEEEEQE=0
If the fifth is present in the chord, and lies below the ninth, it must

ascend to the third of the tonic, to avoid the consecutive fifths which
would result from parallel motion with the ninth.

~n  Not. Thus.
1286.
I =

= -
- 4

Sometimes the ninth resolves before the rest of the chord, forming
a dominant seventh, which is then resolved.

2y
— I

—r Zz—] v

T ~
7 =
gty 1

9

127.

22 r—

- <.
- -

L -
-4

This, however, can hardly be considered as a true chord of the
ninth, being simply a dislocation of the root of the dominant seventh.
This will be considered later under the subject of Suspensions. (See
Lesson LV.) The first and third inversions of this chord are the most
practicable in four-part harmony, although the second may be used if
the ninth lies in the upper voice. The fourth inversion is not used
for the reasons before stated. (Example 124.)

Harsh, Harsh,

%——9 —a ; £
— &7 1
- »-

= X

128.
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In the exercises of this lesson the ninth appears only in the soprano
and tenor voices. The following resolution has been used by some
modern composers :

—2———
2 -

129.

The major ninth is useful in harmonizing the major scale descend-
ing, as it facilitates the progression from the seventh to the sixth
degree.

180. a

= S —
I v v_ 1 IV 1§ v, 1
9 7

Play all the major scales with this harmony.

The ninth is bést introduced as a connecting tone with the preced-
ing chord, or as a diatonic tone from the next degree above or below.
It may also be introduced by a skip from the third, fifth, or seventh
of the dominant, and may change position by repetition, like any of
the preceding chords.

EXERCISES TO LESSON XiX.
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’ s $
{ 1 ) | ‘;l _j:ilA: lJ _J]i[l #; "
$ S 1 1
[ 4
*
8. H
5 ’ py— 0 4
L rrr 1 r ) ]J #}
% L
| N
@ e ' -
*
4.
o J— 9
(o)l 4 — 1 1,
v Vv L b I
[ ]
a5 d , 9 6 9 4
| I 1 1
1 11
1
| Y
@521: !El ‘ .i I =

2 ]
S—<=—%Z1
D& — &

181.

LESSON XX.
THE DOMINANT NINTH IN MINOR.

The treatment of the dominant ninth in minor does not differ from
that of the major, excepting that the ninth may be placed in any
voice except the bass. The fifth is omitted in four part writing,
and the ninth, as in the major mode, must never appear less than
nine degrees above the root.

Not.

- e

@ Seventh in the bass.
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Like the dominant major ninth, this chord may be introduced by
diatonic progression, by preparation, or by skips from any tone of
the dominant seventh. Skips of an augmented second or augmented
fourth are, however, to be avoided. It may change places by repeti-
tion with any of the tones of the dominant seventh, without skipping
an augmented fourth or second, but must be strictly resolved.

Allowable, 'Good.
—JSﬁ I T ——r—

1 B
5 :
J -~ h-d— = .5
188.
F:Z:
o Lo il 1
14 ) ) - | B —
 —l 1 TIIL
&—c 07— — L

.

As in the case of the dominant major ninth, the fifth, if present,
must ascend when it lies below the ninth. (See Example 134, a.)
It may, however, as often found in the works of Bach, descend to
the fifth of the tonic triad, thus:

©) More often.

184.

O

The inversions with the third and seventh in the bass are the most
useful.

EXERCISES TO LESSON XX.
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. 1
1. Melody given. 0 0

»

O o ] — " i 9 - - [—
1T b, S| 11
0 1 11
: - =
1t T I e
<J ¥ * X n
t
2 ) . ]
bt — ~ [
ul 11 s N Y N T T e
|F 0 p SN I B .. I PR
— | I I S A 1
u v T T -
8.
— -
1b. " - | 1
b % 3 —F Y
il o 1 ) — U T —11
1§ i 1 1 b |- 1 1
T Y A\

s
!
()
_E;-
9

44

1
1
+ &
®Seventh in the Bass,
Play in all minor keys. -
O—h | ; — n

186.

|

|
r
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LESSON XXI.
THE CHORD OF THE SEVENTH ON THE LEADING TONE.

If we erect a chord of the seventh on the seventh degree of a
major key, we shall find that its tones are identical with those of the
dominant ninth chord considered in the preceding lessons, in fact
such chords, from the fact that their tones find a common generator
in the dominant, are practically dominant ninth chords with their
roots omitted. They are in every reepect so introduced and resolved.
The positions and inversions of the leading tone seventh in major are
as follows: '

186.

Dw

=
j -
9
F
)

1
}
1

It will be seen that in all positions in which the third, originally
the fifth of the dominant ninth, appears below the seventh,it ascends,
doubling the third of the tonic triad. Parallel fifths would result
from the fifth- descending to the tonic, (see Example 137 ) therefore

RuULE 1. Zke third, when below the seventh, must ascend to the
third of the tonic, doubling its third. Otherwise it may ascend
or descend.

Notke. This is of course the same rule which applies to the fifth of the dominant
minth chord in the preceding lesson.
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Not. _
v z f
187.
A Y 1 —— | |
= — e e |

188.

NoTE. The third of this chord is sometimes resolved upward or downward to the
fifth of the tonic, in order to avoid doubling its third (see Lessons XIX and XX),
but this usage is not to be recommended for the present. At best it exchanges
the doubled third for very audible concealed octaves,

+—0-

-
o’

=
189.
2.

9 —— ]

Otherwise the treatment of this chord and its inversions is identical
with that of the dominant major ninth.

EXERCISES TO LESSON XXI.




1. Melody given.
2 = :
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2.
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s.
lj‘: <+ ~y
o+ ] p )
T 1196 '
VI vnog

TT®

T

140.
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LESSON XXII.
THE CHORD OF THE DIMINISHED SEVENTH.

" The chord of the diminished seventh so-called, or the dominant
minor ninth, without its root (vn1%,) is one of the most useful and
valuable combinations with which we have to deal. Although having
no existence, fundamentally speaking, in the major mode, it is yet
freely introduced in that mode by flatting the minor seventh melodi-
cally.

0. +
1 | <

141. — —Z

%

It consists of a combination of three minor thirds, and contains no
perfect consonance between the intervals of any position or inversion.
It may therefore be approached by parallel motion with impunity.

Correct

| ] \ ,
= 1 Pl 1

1

.T
142, E etc.

N N 1 i .[ l 1
- — T
& —B—

Its three positions with resolution in the key of ¢ minor are as
follows:

At a the third ascends to the third of the tonic, as in the corre-
sponding chord in the major mode. The descent to the fifth of the
tonic is also occasionally used. The augmented second between the
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sixth and seventh degrees is to be avoided in the inner voices. The
rules for the introduction and resolution of the diminished seventh
are the same as given in the preceding lesson.

EXERCISES TO LESSON XXII.

>, -
7 7 6 [ 7 [
4 4
2.
J - o ll!*
7 .
3.
> 2 i‘b"_: f R — T
5, 4 lL ‘{l } M —L‘ﬁ ‘l
M P [
DD ——] L i i g S S S—
G _m:tﬁ#‘l F
on
nb I .
- < !l .
Gy e T e e
Play in every minor key.
PP ™ ] ]
._ —
144,
- ﬁk T ) >
— s
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E
2

LESSON XXIII.
THE INVERSIONS OF THE DIMINISHED SEVENTH.

The three inversions of the diniinished seventh are used with as
much freedom as the fundamental position. The peculiarities of
the resolution of each inversion are as follows:

First — Since the third, in the first inversion, is in the bass, and
therefore necessarily below the seventh, it must ascend to the third
of the tonic triad, forming a chord of the sixth with the third
doubled. (Example 145, a.)

(a.) (6.

) ) ¢.
===t

v

—

(I

1456.

" Sometimes, however, the fifth also ascends, forming a chord of
the sixth with the fifth doubled. (Example 145, 8.) This happens
only when it is below the root; otherwise consecutive fifths Jresult.
(Example 145, c.)

Second — The fifth of the chord, when in the bass, may descend,
forming a chord of the sixth with the third or root doubled (Example
146, a), or ascend to the fifth of the tonic, forming a § chord. (Ex- -
ample 146, 6(.))

a.

(A
- o-.()m &)

146.
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The first resolution given at 4 is bad on account of the progres-
sion of the two fourths in the outer voices. An exceptional pro-
gression of the vi°§ is seen at Example 146, ¢, in which the first
fifth is imperfect. It is not recommended, however. The second is
much better.

Third — Since the seventh descends to the fifth of the tonic triad,
when in the bass it must form a § chord with the root or third

doubled.

r.-.
147. .
l(’b i~ H

As in all preceding lessons, the different positions of all these
inversions may be exchanged for one another before resolving, avoid-
ing, however, all progressions of augmented seconds, augmented
fourths, diminished thirds, etc. '

Play all the inversions of the diminished seventh chord in every
minor key. :

;
1]
A

EXERCISES TO LESSON XXill.

on | 1 | \ | } ]
= B
1] 4l 4
5 6 ] 3 [ sn 6 7
- i = g — .
| 1 1 . |
% i agﬁ‘ 1 F T
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'
o
[ ]
»e
I 'Y
TV e
“we

The I§ chord in the cadence may be approached by the v} or §
instead of by the subdominant chord, viz:
Another position.

|

ﬁ&%" ;
‘ 2
LESSON XXIV.

THE CHORD OF THE DIMINISHED SEVENTH. (Continued.)

As before stated the diminished seventh chord is freely used in the
major mode as a melodic alteration, and since it only differs from the
dominant seventh by one semitone, as a matter of scale degrees,

ﬁ it follows that the second, fourth, and seventh,
which are common to both, may be harmonized as well by one as

® Changes of position are indicated by the order of the figures.

Play in every key.
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the other. In case of change of posmon by repetition, the ﬁgurec
indicate the intervals in the upper voice.

EXERCISES TO LESSON XXIV.

1+t —
$ B .
1)
| _» & dvd o b .,
| | | IR SR S— 1 a
1 ) 1 H
— e e
I I T B
V vig, vI9o
1. Figured bass given. . :
s 43 & 3 [ ] b6 67 (] 67
. f— | A N j >
2. Open position. ¢ ' 4 8
8 6 6 8 2 6 3 ™ ¢ 7
Ir 1 1 1 1 | . ‘r‘lﬁ ‘:.;l
8. 6 4
8 7 51 3 6 4 37 6 7
#—4 VgLr 7 H | — v }P—T——’—I %
[}
. 4 4 4
4 s 3 6 6 3 85 8 8 :b ?’ o: 7 : ™

s
<
|
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[}
5. Open position., 6 3 &
psoﬂ ™ & 4 [ [} [}
S—% P — } ) —a
B |
E EE d 1 I " — - 1 1 1 L 3
T
6. Melody given.
okt A
‘:Ir 1 1 AN L S S N I .
T — d T T
7.
= N = H ! —T
- i — —
o ;:"‘—3-
8.
Egg N M| - —
o A t T Iﬁgl I
D.
Va - |}
? 1 - t | 1 ‘5 — i ’ E"'r 1 ———
f—0—] - & &
(o t e
L[]
10.
oé A pr—
P’ > —1 i e P——s——T |
%u g x - ” — o - —
v

LESSON XXV.
MODULATION.

The connection of chords belonging to different keys by means of
harmonies common to both is called modulation. As different keys
are said to be related, in proportion to the number of tones in com=
mon between them, it follows that those of the dominant and sub-
dominant, with their parallels, are the nearest in tonality to any given
tonic. For instance: ‘

Scaleof C—CDEFGABC.
Scale of G — GABCDEF§G.
Scale of F — FGABVPCDEF.
Every tone of G major exists in C major except Fj.
Every tone of F major exists in C major except Bb.
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These chords as tomnics coincide with the triads erected on the
1, 11, IV, V, and v1 degrees of the scale, and when a simple melody
forsakes its own key temporarily, it usually does not stray further away
than to one of these related keys.

NoOTE. Some theorists define related keys as those whose signatures differ by not
more than one accidental

The mere succession of chords of different keys does not necessarily
constitute a modulation. In fact, it is entirely possible for any two
major tonic chords to succeed one another in such a manner as to be
mutually related to the same key. For example:

(a) (5)

.

C:1 D51 C:1 B:1
FV_ VI vl Vv

The tonic triad of C major and the tonic triad of Dp major are also
the dominant and submediant of the key of f minor. (Example
149, a.)

The tonic triad of C major and the tonic triad of B major are also
the submediant and dominant of the key of ¢ minor. (Example
149, 8.)

All the other possible successions of major tonic triads will be
found demonstrated in Lesson LII.

A change of tonality convincing to the ear must be accomplished
by means of a connecting harmony which contains a tone or tones
foreign to the original key and belonging to the new one.

The chords most commonly used for this purpose are the dominant
and diminished seventh, and for this reason: The major and minor
triads and seventh chords on every degree of the scale excepting the
fifth and seventh (seventh of minor only) are ambiguous in tonality,

being related to more than one key. («)
O b
150. etc.
X | r-2
- e —— s -
C:n d:1 Bb:m F:w1 C:V «
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Such triads are supertonics, mediants, dominants, subdominants,
and submediants, according to their relation to a given tonic. The
combination of major triad and minor seventh (V,), or diminished
triad with diminished seventh (vi1%,), however, is never found
except on the dominant of the major and minor, and on the seventh
of the minor, respectively. (See Example 150, a.)

JL(a.) b.)

151. X

22

-

— L —
¢l v C:1 G:V,' I

If now the progression at & is given the ear recognizes the G triad
as the dominant of the key of C. But if we interpose the chord x
in Example 4, the G triad becomes a new tonic preceded by its
dominant.

If, then, the change of key is to be made permanent, the modula-
tion must be followed by a complete cadence in the new key, in any
of the forms which reiterate its fundamental harmonies.

A formula for a permanent change of key might therefore be as
follows:

Let x represent the key to be modulated into.

Let a represent the key to be modulated from.

Original key. © Modulating chord and resolution,  Cadence in new key.
,.—-M_\ r N ~ S

a:l x:vit§o or Vo I Vvl

Since any given tonic may be succeeded by the dominant or
diminished seventh of any other key (in one way or another), it
follows that the above formula stands for a complete system of
modulation from any key to all the others.

For this lesson, however, we will confine ocur work to the modu-
lation from tonic to dominant, using both the dominant and
diminished sevenths as modulating chords.

) (8. (¢-|) | (4;-)

L |
~1T

(a.
_n

P "

] iP

([ ]
[ 1 ]

]

®
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At a, b, c, and d the root of the tonic chord of C major becomes
the seventh of the dominant chord of G. Any inversion of the
dominant seventh may be used.

. 4.) Bad.
A (el) | (fl)‘ L (:l) . (&) 5
188. H

C:1G:vig,

At e, f, and g the root of the tonic chord of C major becomes the
fifth of the chord on the seventh degree (diminished seventh chord)
in the key of G. The position at % is not possible on account of the
false relation E-ED between the bass and tenor.

Note. The false relation, or unharmonic cross relation, is a contradictory suc-
cession of harmony. It consists in progressing to any tone which is chromatically
altered, when that tone is preceded, in some other voice, by its octave without the
chromatic alteration.

The following tables give the modulation from the tonic to the
dominant of C major, with every position and inversion of the V

and vii%, chords. ,
TABLE |I.
MODULATIONS TO THE DOMINANT, WITH THE VT,
Jo 1 | | -
‘ |
20— = H— 2
With 6
_ 0 | | 1 11 i
o =y | | | 4 1 1 3 1
1 - ) | 1 1
L - o =
Co— .1'- 'f —— l|4} 41—
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TABLE 1.
MODULATION TO THE DOMINANT, WITH VIf,,




88 HARMONY.

Poor.

! — 1 1 1

S 1 1 1 ) I - 1

—T .| I . — e

:gl‘l - =

4

¥ e, e

H ]
—t—  — It —t— 1
I T T |

NOTE. As before explained, the diminished seventh belongs strictly to the minor
mode only, but its use as a melodic form in major is so common and familiar, even
in the most unpretentious compositions, and its usefulness so great as a medium for
modulation, that the student may well become familiar with it at this point.

1. Melody given. 2.
0Dl 1
! 11
Y] — —+ - —
G:Vy G:vig,
8. 4.
h -1 .. 0o - + | N
| | 1 11 |
1 1 |
— ) - t ¥ AL
F:Vy evig, .
5.
b . i ————1 =11 T -y
%:f —H-E—‘—':.‘:! T q:.L_'_t‘_:d:I-f‘&;“__ .
J DV : ~

Transpose to every key.

154.

0]

N

QL
ML
EREN

.
|
|
|

All the other positions of this modulation should also be thoroughly
learned in every key at the pianoforte.
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LESSON XXVI.
THE MODULATION TO THE SUBDOMINANT.

The subdominant (or dominant below the tonic) is as nearly re-
lated (as a key) to the tonic as is the dominant above the tonic. In
modulating to this key through its dominant seventh, the root, third,
and fifth of the tonic become the root, third, and fifth of the domi-
nant seventh in the new ‘key, the minor seventh being merely added
to the chord. :

Gl FVy 1

In the modulation through the diminished seventh the position at &
is bad on account of the augmented second in the tenor. '

(a.)

186.

|

C:1F:vug,

This may be avoided by approaching the seventh from the root of
the tonic as at &, ¢, and &, whereby the third of C: I becomes the
root of Z': vii§o, and the fifth of C: I becomes the third of 7: viifo.

Transpose into all keys.
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1)

The following tables give the modulation from the tonic to the
subdominant of C major, with every position and inversion of the
V, and vi§o chords.

TABLE I,

MODULATION TO THE 1V, WITH Vo CHORD.

o v 1 1-1 <.

B
1| 1

s
s

@ Undesirable position.
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TABLE Il
WITH THE VIl §, CHORD.

N - - 1 | I O I |
;’Illllrl =¥
rI 'i ZEETSENES
b
Sg ?-h'ﬁ- || -
R 1 | - l M R
1 I B |
Ll L1
. |
= s==S
-z
[ | -
B B |

® Undesirable position.
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‘b
3 . 1 ] I
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EXERCISES TO LESSON XXVI.
1. Melody given.
Modulating tone in soprano.

2.

R p—
) Y " T I T
: 1 1
1 g 1 1
. i ——

3 1 :
l . 1 1 : 1 :
—— —p by
— 10 | | - |
M 1

—~—

8. Modulating tone in alto. 4. Intenor.

- 0
s —— . &
| 1 | — L sl 1 id
J T 7 J
8. In bass.
Ja 0. . .
1 1 1 )| ] A 4 1 | l 8. i N

®
¥
i

LESSON XXVII.

FORM OF MODULATION BETWEEN THE TONIC, DOMINANT,

AND SUBDOMINANT CHORDS.

The two modulations, from tonic to dominant and from dominant
to tonic, may now be combined, forming a temporary modulation
from the tonic to dominant and return, or from the tonic to the sub-
dominant and return, since the relation of tonic to subdominant is the
same as that of dominant to tonic, and that of tonic to dominant the

® Undesirable position.
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same as that of subdominant to tonic.

as follows :

93

Such a combination would be

187.

B S —
+

CIGVICGV IIV I

1
-

Play in every major and minor key, using this formula.

EXERCISES TO LESSON XXVII.

T &
V 1GIFAV,1CV, 11V 1 Vg1

1. Soprano given. 2.
0
C GVvr  IGVe v Ebve
3.
E g " o W +
| l |
1 1
I
- ;. |
Bb:Ve Bb:V7 Eb:vq
4.
1 —t
e e
} - . — e = A
J 1 ] -
chmm R
| - 1 | . 1 | 1 1 —t—)
1 T 1 Z 11 1 | 1 | 1
R
. Y
1 |
: ————~ t
e — - + & =
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LESSON XXVIIIL

MODULATION FROM A MAJOR KEY TO ITS PARALLEL
MINOR,

In modulating from a given major key to its parallel minor through
the dominant seventh, the third of the original tonic triad becomes
the root of the new dominant seventh chord.

|
e
1858. Third. Root.

==

This connecting tone is not utilized in case the complete dominant
seventh is used in the fundamental position.

169.

The progression from the original tonic to the diminished seventh
of the new key may be by either contrary or parallel motion. (See

Lesson XXII.)

160. etc.

L

The bass progression to the root of the diminished seventh at « is
not to be recommended, as it involves either an augmented fifth or a
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diminished fourth. This is true also when the first inversion of the
dominant seventh (V$) is used.
a |

161.

Both of these progressions may be disguised by using the modu-
lating tone as a chromatic passing tone from the root of the original

dominant.
0 |

==

162.

=

This properly belongs to the subject of chromatic alterations,
however, which will be considered later.
The available positions of this modulation are here given:

_ TABLE.
With Vy Poor. Better.
n N | 1 N | 1 :
. 1 11 1 ) o
- | |
7 -
N . . z=
s =ErE s ;
F ! I — T
With second inversion.
n IR (N S TR A | .
% E 1 11
iy
3 ) L £
) ) | L 11 + | 1 |
! 1 ! a1 i | |
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With third inversion.
N |
Y I W . J1 1
or b

e

“ .
.!l 1 1 + . L"_ﬁ:
S N S 0 S RS [ N SO S A | - -
1 I E?:

t T | LI B | I

N . | ) | | | | L
1 | 1 .| ) |
B # 2o - "
4
.3 \ . -
9 il —1 Lil 7 —1 T T T

® Weak position.

This table is to be transposed into every key at the pianoforte.
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EXERCISES TO LESSON XXVIII.

Either the dominant or diminished seventh may be used as a
modulating chord. ’

Vol Va) .
@:ﬁ?:t’—#l& ' 7
1 11 l - | L rl
} ! — - ! —
3. 4,
[ Tr—— 1 77>
SiEEs W THrEe et 1
l p= - L i satz 1]
- Y —
5.
—
- 1 1 L 1 1 1
!- ! | 1| I . W O 1 1
| -1 =
Qo 1 - ] ) s
v . S
Iiv. 1

LESSON XXIX.

MODULATION FROM A MINOR KEY TO ITS PARALLEL
' MAJOR.

The modulation from a given minor key to its parallel major by
means of the dominant seventh involves progression by contrary
motion. The different positions are as follows:

TABLE |I.

(a.) With the Vq.
1. 2
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I. "2 3. 4 5
1

If the third of the dominant seventh chord in the fundamental
position ascends while the fifth descends, a tonic chord with three
roots is formed, which is not a strong position. (See Table I, a, 1,
4, 5.) This is avoided (see Table I, e, 2, 3, 6) by allowing the
leading tone to descend — not being in the upper voice.

The consecutive fifths at a, 2, 3, and §, 1, 4, §, and 6, etc., are
correct on account of the second one being imperfect, and of the
contrary motioh in the bass, and above all from the fact thatethey
are in the inner voices. :

Inversely the consecutive fifths at 4, 2 and 3 are to be avoided for
the same reason, even though the second one is imperfect.

The third inversion of the dominant seventh (V}) is not useful in
this modulation on account of the rough skip to the seventh in the
bass.

j
1838.
R : o A
[y
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In all the other positions the seventh enters diatonically.
The positions of the diminished seventh chord in this modulation
are as follows:

TABLE Il.
@) 1y, 2. ; . . 6.
_Allr’ 1 1 1 1 3L ; 1 4|'J SI l—]
o FEESiEES
be
) avoid, — sbe-

' O
eV 1 F 1 1 1 = 1
":‘,‘ 1 1& 1 1 |

%
;

T T |
— — 3 11 ll_l 11
Fapa— e
= .
! T | - |t§LP'#F_
(g) I 2. . 3. 4. 5. 6.
_—AII; — Jd 1 1 1 M | ]| i ] 'J I I
= %‘ G I
3 X o i >
l | I | A I N

® Weak position.

ce @l ecwam

cem
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The consecutive fifths at &, 2 and 3 are to be avoided for the
same reason as at 8, 2 and 3. '

The third inversion of the diminished seventh (vIi°4) resolves to
the tonic § chord with the third doubled (see Example ¢, 1, 3, 6),
or with the root doubled (g, 2, 4, 5)-

These two tables are to be transposed into all keys.

EXERCISES TO LESSON XXIX.

2.
0.
1 - | B I AN R
$ =
| N .| 1 1
=R
- 3 L
8- 1 1 1 d
]
5.
0 pron + 1 3
4 1 Ij 1 ) | b | 1 1 - ;
e e e
L \ 4
el

LESSON XXX.

PRACTICAL MODULATIONS RESULTING FROM THE
PRECEDING LESSONS.

The modulations mentioned in Lessons XXVIII and XXIX may
now be combined, forming a modulating phrase in major, thus:
I: modulation to vi: modulation to I and cadence. Or in minor,
thus: 1: modulation to III: modulation to 1 and cadence. In other
words, from a major tonic to its parallel minor and return, or from a
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minor tonic to its parallel majof and return. Such modulating
phrases might be as follows:
(a))

| I PR T B

= =

e

Harmonize the following melodies in like manner.

EXERCISES TO LESSON XXX.

T==2

m@
J_

> + — 9 4IILI !lFI_L'
-

G 1 AL C:Vy

2. : -

| 1§ d
I )
foEEsass=s= ==
Sy et

8.

{ IIAAPI
1
=i

| I—— | I o
< T
4.
s e
T 111 I
HE | |
1 a 1.1
@ 11
J —— - .
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LESSON XXXI.

MODULATION FROM A MAJOR KEY TO THE PARALLEL
MINOR OF ITS DOMINANT.

This modulation presents a slight difficulty in the progression from
the original tonic to the dominant seventh chord, i.e., if the bass
progresses from the root of the one to that of the other, it compels
either an augmented second or consecutive octave in some other
voice; :

165.

QL

" therefore

RULE. When the root of the tonic triad in the bass progresses
2o the root of the modulating dominant seventh, double the third
of the tomic (see Table 1, 1, 2, 3, 4, §, 6), or én otker words, ap-
proack the third of the dominant sevemth from the third of the
tonic, never from the root. Consecutive fifths also result from
parallel motion of the root and fifth of the tomic to the rool and
Jifth of the dominant seventh, when the fifth is above the root.

0.
| —
1 .|
166. P
. J
—=——p

For this reason, as well as on account of the abrupt skip to the
dissonance of the seventh (as in Lesson XXIX), it is better not to
use the third inversion in this modulation.
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The available positions of this modulation through the dominant
seventh are as follows:

TABLE I

{44

[ ]
]
$
() L.
.l!. = =+ > .
j
&
3
6.

At c an inversion of the intervals in the bass, _
while not forbidden, would be much less melodious.
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The modulation through the diminished seventh chord is somewhat
smoother than that through the dominant seventh, because the root
of the original tonic becomes the seventh of the modulating chord.
The free upward progression of the third at Table II, £, 3, 4, 6,
is particularly strong. The positions are as follows:

TABLE II.
(d.)
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Transpose into every key.

EXERCISES TO LESSON XXXI.

LESSON XXXII.

MODULATION FROM A MINOR KEY TO THE SUBDOMINANT
OF ITS PARALLEL MAJOR.

This smooth change of key (the reverse of the preceding one)
presents no difficulty, as two tones are common between the tonic
triad and the dominant seventh, and one between the tonic triad and
the diminished seventh.

-
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The third and fifth of the original tonic triad become the root and
third of the new dominant seventh, and the fifth of the original tonic
triad becomes the root of the diminished seventh. The positions and
inversions, all of which are entirely practicable, are as follows:

TABLE I.

R

o |
| 4 &,
[ L =

. .\-"'-l--\-—
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The positions and inversions with the diminished seventh are as
follows:

) TABLE Il.

11 W 4
c 4
8|b o o] ! 1
Z5 2
1 T 1 LB

The weak positions of the tonic triad in Table II, ¢, 1 and 2, 3,
1, ¢, I, etc,, are caused by the necessary ascent of the third of the
chord of the diminished seventh which lies below the seventh. This
is avoided by-the free leading at ¢, 5 and 6.

The third inversion of the chord of the diminished seventh is not
practicable in this modulation, as it involves the very unmelodious
bass progression of a diminished fourth upward, or an augmented
fifth downward. No interval is perhaps more difficult for the
singer.

167.
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EXERCISES TO LESSON XXXII.
1. CHANT.

—£-b 'l || I be r—t —r— 1
- N - . | L - 1§ 1
(V. & ’ T
2.
P R ! =
1 1 - z = 5 &
1 ) { 1 4! 1 | I
By 11VIve]
3.
oY )
T |
16 ==t=
L 2| @ 1 . - N - 1 @  —
® T — T T

4.,
@ . s g | —

1 1 " | | |
| - + 1
== 1

5.
AAu T ~ I ~ fx.gl - g |
B &) N e 1 . | H | 4
%" —t h: gr: [i A " —m v -
J v G I:V1I

LESSON XXXIII.

MODULATION FROM A MINOR KEY TO THE SUBDOMI-
NANT OF ITS PARALLEL MAJOR. (Continued.)

The combination of the two modulations given in Lessons XXXI
and XXXII gives us the successions: with major tonic, I: modula-
tion to 111: modulation to I; with minor tonic, 1: modulation to VI:
modulation to 1. D

Such a modulating phrase with a plagal cadence might be as
follows :

(a.)

-, I N —. P~ —T1— =
Y, o — 1
D—— 1 Z—
-&- -
168.
———
- - t - 1 tZ—
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And with an authentic cadence:
(3
i e é £ ‘,l =
" T 1 1 = — |
% 2
5 ogn | | i. i L | d 4
— 1 | 1 EP —1: i
e ) o 1

CVq eVy 1

Harmonize the following exercises in like manner, using either
dominant or diminished sevenths with their inversions.

EXERCISES TO LESSON XXXIII.

— + -t
& 1 1

J
2.
Db
T |
r 11 1 11
L} al 1
P —
J ! 9 ! -G
8.
1
8 - ] 1
. Bed 1 21T W 1 | . = | Ll
NV &y 1 &7 | W —
D—2— to—— =+
&
o

LESSON XXXIV.

MODULATION FROM A MAJOR KEY TO THE PARALLEL
MINOR OF ITS SUBDOMINANT.

When the dominant seventh is used to effect this change of key the
third of the tonic triad becomes the fifth of the dominant seventh
chord, the fifth of the tonic triad becomes the seventh of the
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dominant seventh chord, and the root is raised a semitone to become
the third of the dominant seventh chord, and in order to avoid a false
relation this must also take place in whichever voice it originally exists.
It is for this reason that 8, 5 and 6, is to be avoided. (See Table I.)

Notx, To be sure, this example is not strictly a false relation, but it has the effect
of one on account of the skip in the soprano voice.

When the diminished seventh chord is used, the third and fifth of
the tonic triad remain the third and fifth of the diminished seventh
chord. One root (when doubled) is raised to become the root of
the diminished seventh chord, while the other descends a whole tone,
becoming the diminished seventh of the chord: or the seventh may
enter freely if all the parts move in parallel motion, as stated in
Lesson XXIL  The consecutive fifths in Example 169, a, are quite
correct.

n@) @y
) —

- i
169. etc.

O:

The third is doubled in the resolution of the seventh chord, and

sometimes the root. (See Table II.) Transpose these tables into
all keys at the pianoforte.

TABLE 1.

(a.) I. ~

e e e e e e e e e e
I fay | — e &4 |
\3 VAP~ S S N S AR AN B B - S B R A N Y A




HARMONY. : b 94

3-Poor. 4+ Better.

+ : "
1| il 1 111 | l - AJ
t H M

a, 1. Dominant seventh chord, either complete or incomplete. -

4, 5 and 6. See note, page 110.

¢, 3. The only way to raise the root in the same voice.

d, 1. The second progression is the better. - The skip to the
seventh in the bass is excused by the lack of motion in other parts.

TABLE II.
@) 1. 2. 3. 4. 5. 6.
o ] A
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. 3. . . 6
L‘l)x 93. 4. 5:1 Lol
T
43
4 7 1]
T ¢ |
I. 2. . . . 6.
@) ) n 3 4 |5|I|1L
e s o a

e

"9'
oi’l‘ AI.E&IQ--Q-‘IJII J_ll |
==

a, 1 and 2. Doubles either root or third.

a, 4—6. Doubles the third.

8, 6. The fifth, being below the root, may ascend.

¢, 2. The second progression is useful.

¢, 5. The consecutive fifths are allowed in the inner voices.

d, 4. The free ascent of the third avoids a poor position of the’
new tonic.

All the other positions at & are weak, but unavoidable.

The exercises to be harmonized contain no other positions than
those given. Either the Vy or vii§, may be used.

EXERCISES TO LESSON XXXIV.

N . . N :

A a 1 . 1 " 11 ! l L |
P2 o F e poeme o | ==
2. X

1 1 1 4: 1 | 1 < 1 | }
- — 1 1 1 1 || ] |
] = 1 T |
4 =
5> — .
N 1 la 1
» —m—
—e — &
B I f B}
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The last exercise may be written freely for the pianoforte with
parts doubled.

LESSON XXXV.

MODULATION FROM A MINOR KEY TO THE DOMINANT OF
. ITS PARALLEL MAJOR.

This modulation is the reverse of the preceding one. In connect-
ing the tonic triad with the new dominant seventh, the root and
third of the tonic triad become the fifth and seventh of the dominant
seventh chord. (See Table I.) .

In connecting the tonic triad with the new diminished seventh
chord, the root and third of the tonic triad become the third and fifth
of the diminished seventh chord, and the fifth is chromatically
lowered, becoming the diminished seventh of the modulating chord.
As in the preceding lesson, this must take place in the same voice in
which the fifth is already present. (See Table II.)

TABLE |I.
(a) 1. 2. 3. 4. 5. 6.

— e a L S pere o !
e
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(c)

O h i I.J'.:

I 1 | I ] . - 11 N . -
1 | o M A | ['l

The inversions 4 and ¢ are somewhat smoother than the funda-
mental position at a.

At d, 3 and 5, the connecting tone is disregarded in order to
avoid

170.

which is less audible when distributed as at d, 4.
TABLE II.

1 1 1 . T
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The skip to the diminished seventh in the bass at &, 2, is excused
by the smoothness of the other voices. At d, 2, the free ascent of
the third completes the chord. At d, 4, the crossing of the tenor by
the bass compels the change of position.

EXERCISES TO LESSON XXXV.
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LESSON XXXVI.
- COMBINATION OF THE PRECEDING MODULATIONS.

The exercises of Lessons XXXIV and XXXV may be gombined,
forming complete periods containing a modulation from a major key
to its supertonic and return, or from a minor key to its minor seventh
degree and return.

o t IJI I — | — .
"a’] i
. )
U
171.

. -

o

:

Y —5
— 2ttt

=1 Tt

?
c;?s

[\
HHIN

iy

|

The others may be combined in the same way.

Our modulating phrases may be made more artistic by the use of
the deceptive cadence (the triad of the submediant following the
dominant seventh chord), since the chord of the subdominant in the
final cadence may succeed the submediant as well as the tonic.

a:IxV,,vxorvxIVI:VI

x stands for the new key.
This formula, applied to some of the given modulations, gives
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By combining all the modulations already given, as temporary
transitions from key to key, an interesting harmonic fabric is formed,
which may be illustrated thus:

172,

Write such passages through the following keys, ending with a
perfect cadence.

1.D-b~G-e-D-G-D.

2.2a-d-F_-Bb-g-d-

3. Bb-F_-g-D-g-F- Bb

4.e-C-a-G-C-

5. F—-g-Bb - EV—c-F Bb - F.
B - cf -

6.4 -A-C§-E-gf - .
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LESSON XXXVII.
THE SUPERTONIC SEVENTH IN MAJOR AND MINOR.

The chords of the seventh formed by adding a third to the upper
interval of the secondary triads of the scale are much more restricted
in their use than the primary discords, the dominant seventh and
ninth.

Of these the seventh chord upon the supertonic is the most impor-
tant in both major and minor, being often used to precede the domi-
nant or tonic triad in the complete cadence; in fact, it is utilized in
practically the same manner as the supertonic triad (see Lesson X),
and, being a combination of the tones of the subdominant and super-
tonic, is of great effect in strengthening the cadence. The seventh
of the chord, which may appear in any voice, should be introduced:

First, as a connecting tone with the tonic :

178.

Second, as a descending passing tone between the second aﬂd
seventh degrees of the scale:

a1 ]

174-.‘ &

7

This principle applies to the other secondary seventh chords as well.

RuULE. Sevenths of secondary chords should be introduced as
connecting or descending passing tones.

Norx. This of course does not deprive the seventh of its right to enter from am-
other interval of the same chord.
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The supertonic seventh chord has two resolutions.

First, to the dominant chord, with or without the seventh
( see Table I), in which the seventh ( of the supertonic chord ) de-
scends one degree.

This resolution is perhaps the more frequent when the seventh enters as a passing
tone.

Second, to the tonic chord or one of its inversions, in which case
the seventh of the chord remains stationary. (See Table IL)
The resolutions are here given in every position.

TABLE 1.
RESOLUTION TO THE DOMINANT.
;e - . . I
-
7
7 -=- 7 7 l'l 7
- 1 Tt g 17 t
1 i [{ L] i § L
nm V Veig V_V-y
@)
N | Iorl . a ol W LA —or-
B == o
- o 0 POp e
—p—f—p— ! -
e e e e e e eIt
u VvV Vg
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ry 1 T 1 )| p B— | t ) S Y Py —T1 1 L'H
e
u: ve V: . [ [

a. The fifth of the dominant seventh chord is omitted; or it
might be connected in the bass, forming a V§ chord.

8. Perhaps the strongest of the three inversions.

The resolution to V§ is much the better.

TABLE II.
RESOLUTION TO THE TONIC.
(a) ) IR il B B N S R I |
— - 1 Jj: - Jﬁ"- M M
— ——- - P Egi
1= TR S ., T
— 1  ———  —  S— i 1t 1 1
fiy 16 16" ! v ! '

T rrr
i
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131
0 R ] N -. Py 1 | l
— 1 1 d - ) j .
i |
p-
>
T |

3:31:1 =
s ) IR | Y 1 1 1 1 L
: T

 ——

nm I L | { I
@, 8. The resolution to the I8 with the third doubled is not to be
recommended.
c. Here the resolution to the I8 is still weaker on account of the
skip in the bass.
d. The use of this position may well be deferred to a later period.
These positions and resolutions are the same in the minor mode.

EXERCISES TO LESSON XXXVil.

a. Ce

b.
L1 1 |
I

‘ SSEsiETeaat

]
L

A
S 7 AN RN S S N
(A A 1 & =
[ 74\ = . W
N P |

176.

oo

H

1
IV u ! ol
a. Seventh prepared from IV.
5. Seventh enters as a passing tone.
e. Seventh enters from another interval of the same chord.
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[
i
ﬂ*—
:
-H k

i
)
I
1]

c i
od
ol
L 111
il
i)

T
H
I
SESs
T8 |9
\

i
as

(VERRE

Play Tables I and II, g, in évery major and minor key.

LESSON XXXVTIIL.
- INVERSIONS OF THE SUPERTONIC SEVENTH CHORD.

The inversions of the supertonic seventh chord present no new
difficulties. The introduction and resolution -of the intervals are the
same as in the fundamental position, and are alike in both major and
minor.

EXERCISES TO LESSON XXXVIII.

]
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5.

_Play Tables I and II, 3, ¢, d, in every major and minor key.

LESSON XXXIX.

SECONDARY SEVENTH CHORDS OF THE TONIC, MEDIANT,
SUBDOMINANT, AND SUBMEDIANT, IN MAJOR.

The chords of the seventh on the tonic, mediant, subdominant, and
submediant are practically dislocations (suspensions and passing
chords) of the other chords of the scale, and are treated as such. The
sevenths of the tonic and subdominant, being major, often resolve
upward when prepared by a connection with the preceding chord.
On the other hand the sevenths of the mediant and submediant, which
are minor, usually descend one degree. (See Table.) The fifth of
these chords is often omitted, especially when they succeed one an-
other in sequences, which is not seldom the case. When the bass
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progresses by fourths and fifths, the third of one chord becomes the
seventh of the next, and the fifth is omitted in alternate chords.

L +
- 1 )| —
1 l —
o < -

176. ) — ~ >
P ‘ : ! :
22— £ T J:T 1= 27— — —

vi, n, V, I.’ IV’

The following Table shows the common resolutions of these chords
in C major.

TABLE.
(s.) The I'

|
:

J v v o —t
< —P él 4
iz — M 7
! - - ! = -
®) The 1V,
Y . — T .
__JRO!
z—¢ ‘f- £ § :
I T 11 1 L 1 %
R L 1 11 | . 11
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0 | 11 | I | ]
T  — T  — 1T
T i — 11
—
| 1 bl
N -  S—— 1 Py
T 1T v T T

a. The I resolves to either the I, 11, or IV.
6. The IV, resolves to either the IV, V, 1, or viro( in sequence
only).

EXERCISES TO LESSON XXXIX.

i s L~
v K 7 ' 7 7 7 Ir g
2.
Ot
1 1 LI 1
L L 1
87 87 87 8 717
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6. CHoRAL ~ ., B ~
Y - A | ) | 1 B |
| = —
et e e ie oo o5
% ~ -1
1 1 ) | IR | - 11 1 . |
% e —a =] s i
=
H_= . } N ~
. 1 1 1 d 1 -1
W B 7 —
1 1 1
—F
Play in every key, also the given Table.
o1 i N I O |
1 1 11 + - —
! ) . .| 3 1
— 1 Ts T — 3 ) -y— I —x
) hd T w. t

LESSON XL.
SECONDARY SEVENTH CHORDS IN MINOR.

The remaining dissonant chords of our harmonic system, founded
upon the tonic, mediant, subdominant, and submediant of the minor
mode, require but little explanation.

The tonic seventh chord consists of a minor triad with a major
seventh. :

The mediant seventh chord consists of an augmented triad with a
major seventh.